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PREFJLCE 
The preaent work is an attempt to study the 
imagery in John Keats's major odes. It is intended to 
be aB study highlighting the use of imagery and the 
different sources which Keats used extensively. The 
aim is to explore and emphasise Keats's artistic and 
stylistic capabilities and his ability to utilise diverse 
sources and use them creaitively and imaginatively as 
imagery in the Odes, Some of the images are a 
dominant motif in the odes and are at the centre of 
meaning. Keats appears to be fascinated by the form of 
the poem and directs all his endeavour to concretize his 
thoughts and ideas., to express them through one powerful, 
dominant symbol and to achieve formal beauty. The use of 
imagery is the most characteristic element of Keats's 
art and they are bound together by an obligation to the 
passionate exploring and revealing of experience. 
Critical Works by well known scholars like Walter 
Jackson Bate, Richard Harter Fogle, Bernard Blackstone, 
David Perkins and others show the artistic and formal 
aspect of Keats's poems. Recent studies by Mario D'Avanzo, 
Ian Jack, Anthony Edwaird Dyson, all scholars of eminence 
also testify to the fact of Keats's artistic excellence. 
Though I have benefited from the critical studies of 
ii 
scholars I have narrowed the ares of my study to the 
major odes of Keats and the study of the sources of the 
images. 
The first chapter deals with imagery in general — 
what it is in the light of certain definitions given by 
some representative scholars and literary critics, the 
growing trend of studying imagery in poetical criticism in 
the Twentieth Century, how images highlight the greatness 
of a poem, lends suggestivity and adds to their formal 
beauty. There is also an analysis of the imagery used by 
the Romantic poets. 
In the next chapter imagery from nature is studied 
in detail. The chapter, "Imagery From Fine Arts" is a 
full length study of the pervasive influence of the 
fine arts upon the spefiific details and images in the odes, 
The chapter on "Imagery From Disease and Domestic Life" 
deals with images which owe their source to I"lived" 
experiences of Keats, In chapter V images derived from 
Greek mythology, works of literature and those expressive 
of certain concepts are dealt with. 
CHAPTER I 
INTRODUCTION 
With the development of the technique oriented 
approach to poetry in the Twentieth century, importance 
is attached to the intricacy and coiaplexity of form 
rather than content and integral linguistic devices. 
Accordingly, there has been a corresponding change in the 
trend in poetic criticism. Today, in the world of poetic 
criticism attempts are being made to analyse the form of 
a poem or novel, whether the poet has succeeded in getting 
across to his readers and making them understand what he 
has got to say through elaborate technical devices. 
Mark Schorer. aptly termed it, "The Technique of Discovery". 
The use of imagery is also one of the many so called 
techniques. Consequently, there has been a marked increase 
and a growing trend in studying imagery these days. This 
modern trend of studying imagery also owes a lot to the 
emphasis placed in the study of literary texts in schools 
and colleges today. This is to be noticed both in the 
reading of prose and poetry. Understanding the text is the 
first and foremost criterion in literary studies today. With 
the greater concentration of meaning within the imagery, 
symbols etc this is not surprising and is a natural 
1. Mark Schora^ "THe_-Is£hnigue of Discovery", ed. W.J. Handy 
and M. Wes^Vook, Twentieth Century Criticism ; The Ma.ior 
Statements;-p. 71 
development. Nowadays, the "principal task of criticism 
is to make explicit to the reader the implicit manifold 
of meaning".^ This study of images and the close reading 
of texts that much of modern criticism is devoted to, 
illustrates the subtle and rich complex of meaning which 
a finely wrought poem can yield. 
Imagery has been used by poets down the ages be it 
Spenser, Milton, Donne, the eighteenth century poets or the 
Romantic poets. InJact as Hawkes says, "the metaphorical 
language has its beginning tn the beginning of speech 
itself.^ The use of images is integral to poetry, "If the 
poet's subject is judiciously chosen .... it will upon 
fit occasion be alive with metaphors and figures". It is 
an essential and indispensable element in poetry. Plain 
language is inadequate for what a poet wishes to convey. 
Professor Livingston Lowes says that imagery has "an 
inevitability rooted and grounded as deeply as in the 
5 
nature of the poet's medium, language". 
Like meter, imagery is one component structure of a 
2. William K. WlMSatt and Cleanth Brooks. Literary 
Criticism ; A Short History, p. 652. 
3. Terence Hawkes, Metaphor, The Critical Idiom, 
General editor. John D, Jump, p. 38. 
^. Ibid., quoting li/. Wordsworth, p. hO. 
5, Cecil Day Lewis, The Poetic Image, p. 135". 
poem and "is the constant in all poetry and every poem is 
itself an image". Both meter and metaphor are two main 
organizing principles of poetry. The idea that imagery is 
at the core of the poem and that a poem can itself be an 
image composed from a multiplicity of images had a wide 
official currency during the Romantic movement. Coleridge 
in his Biographia Literaria^ has given expression to this 
preoccupation of the poets of his generation, "In the present 
age the poet ... seems to propose to himself as his main 
object, and as that which is most characteristic of his art 
n 
new and striking images." This interest in imagery as 
an Important principle in poetry is valid in modern poetry 
also. "Trends come and go, fashions change, even the 
elementary diction alters ... subject matter may change... 
o 
but metaphor remains, the life principle of poetry." 
Imagery is used by poets to embody thought with 
the help of concrete particulars and to prevent discourse 
from collapsing into literal statement. The images 
of 'concrete things' are used to "represent emotion or 
ideas .... images which are in his mind connected with 
them."^ In Shelley's "Ode to a Skylark", Images of glow^woprrv 
6. Cecil Day Lewis. The Poetic Image, n. VT^ 
7. Ibid. , p. 17. 
8. Ibid., p. 17. 
9. M. Hope Parker, Language and Reality., p. 2, 
rose, petal are brought together to represent the 
eaiperience of the writer at hearing the song of the 
skylark. They are concrete and distant realities associ-
ated in the poet's mind with the ideas and feelings of 
heauty, solitude and freedom. The same can be said of 
Keats's "Gde to a Nightingale", where the concrete images 
of drinking, disease etc embody his thoughts on reality 
and the creative imagination. Coleridge in his critical 
treatise Bioeraphia Literaria gisms expression to the 
same view, "Images ... fitted to the limits of the human 
mind, as to elicit from ... to make the external internal, 
the internal external, to make nattire thought, and thought 
nature that is the mystery of genius." AfterALI, 
"Poetry deals with intensive manifold .... images are 
therefore used which are the very essence of intuitive 
language." We can say of imagery that "each venture is 
.... a raiid on the inarticulate." (T.S. Eliot's "East Coker") 
< 
Imagery ift integral to the development of the Idea 
and theme. The poem grows naturally out of the images and 
takes its. form from them. "The poet comes at the form and 
fulness of the idea", through the images used and there 
is a concord between the images and theme. "The images 
10. S.T. ColeridgeT Bioeraphia Literaria. IIy p. 2^8. 
11. T.E. Hulme, Speculations, p. 1^5. 
12. CD. Lewis, OP. cit..p. 88. 
lifting the way for the theme and helping to reveal it ... 
the theme grows up controlling more and more the deployment 
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of the images". In the poems of Coleridge, Wordsworth 
and Keats the images are so intimately related with the 
theme that only by understanding and analysing the imagery 
can we arrive at sin understanding of the theme and ideas 
expressed. 
Here it may not be out of place to attempt a 
definition and concept of imagery as discussed by some 
representative scholars and literary critics. 
C. D«iy Lewis in his book The Poetic Image defines 
an image as "a picture made out of words". He says that 
the term image: • is used in the usual modern sense of any 
picture evoked, which can include metaphor, comparison, 
myth and literal description. He also emphasizes the 
importance of emotion. To him, "a poetic image is not 
merely the presentation of a picture, it is a "word 
picture charged with emotion and passion." We must not 
underestimate the part the emotion of the poet plays. in 
evoking a picture out of words. It has to be an outcome of 
what he feels and feels powerfully and expressive of what 
he has to say. Coleridge also realised this, "Images 
1^. C.B. Lewis, op. cit-.p. 88. 
1^ -. Ibid. T p. 18. 
15. Ibid.. p. 19. 
however beautifia ... do not characterize the poet. They 
become proofs of original genius only as far as they are 
modified by a predominant passion; or by associated 
16 
thoughts or images awakened by that passion". In the 
Romantic focus on the lyric, the songlike personal 
expression, the feeling is c e n t j ^ in the images. Wimsatt 
and Cleanth Brooks in their work, Literary Criticism ; A 
Short History says /feeling and image enjoyed at the dawn of 
the new era, the nineteenth century, a high estate together, 
"Feeling ... treated as ... something discernible in its 
17' image." Wordsworth also meant the same thing when he 
said "images and sentiment" should be "wedded." 
Sidney goes even further and describes an image as a 
19 
"speaking picture to teach and delight." The image has to 
be so relevant that it delights the reader and brings to his 
mind a new knowledge of the association, how true and 
expressive it is. C. Day Lewis in his work The Poetic Image 
he 
expresses it very well, "the similarity should^a true 
similarity ... hitherto unperceived ... so that it comes to, 
20 
us with an effect of r eve la t ion . " The Romantic poets a lso 
believed in the a b i l i t y of images and metaphor^iving 
knowledge. Shelley gave expression to t h i s bel ief of a 
" v i t a l l y metaphorical language as marking the before 
16. S.T. Coleridge^ op. cit.^ p. I6Q. * 
17. William K. Wlji^ att and Cleanth Brooks, on. cit.. p.^33. 
18. Prose Works of William Wordsworth^ ed. Grasart,!, p.318. 
"^  19. G. Day Lewis^ op. cit. ^  p. M-8. 
• 20. Ibid., p. 23. 
unapprehended relations of things and perpetuates their 
apprehension".^^' Pleasure is got at realising the affinity 
between the image and theme. It is also a fact that poetic 
truth gives pleasure and if It in "_ae)'what Blake said^ IS -bxM^ 
^', " 22 
"Everything possible to be believed is an image of truth", 
then we can say that any believable image gives delight by 
its truth, 
Mar^orie Boulton and Ezra Pound, the pioneer of the 
'Imagist* movement emphasize the intellectual quality of 
images along with the latent emotional power. According to 
the former, "a really great pooi is one in which the image 
while it has an immediate and powerful emotional effect, 
will also bear intellectual analysis.^^ In "King Lear" 
(Act IV, Scene vi) for instance in^C^^mad speeches^each 
image be it pretty, grandiose, repulsive,has significance 
and is possible to be analysed for t h ^ ' implications. The 
images besides their emotional effect can also be analysed 
by the conscious reasoning mind. The nature of poetic 
thought as manifested in images used by Romantic poets also 
show that they believe in leaving something for the reader 
to interpret. For example Keats's familiar line, 
"The moving waters at their priestlike task 
; 6f pure ablution round earth's h-uman shores", 
21. Terence Hawkes ^  op. cit.^ p. ^ 
22. C. Bay Lewis, op^ citM p. 27. 
23.MarJorie Boulion, The Anatomy of Poetry, p. 13^. 
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The image in "Ode to Psyche" also when Keats says of 
building a temple in the mind in the "wreathed trellis of 
a working brain". In both the images, the intellectual 
element dominates, 
Ezra Pound was also of the same opinion. He defines 
an image as "not a 'pictoral representation' but as that 
which presents an intellectual and emotional complex in an 
instant of time." Coleridge in Bioeraphia Literaria 
expresses the same idea, "Images become poetic when a 
human and intellectual life is transferred to them from 
the poet's own spirit, which shoots its being through earth, 
25 
sea and air," Both the critics emphasize the presence of 
both emotional and intellectual overtones in images. M. Hope 
Parker in his work Language and Reality, also says that the 
"image of the concrete thing, usually together with others, 
represents an intellectual and emotional situation, a 
26 
complex of feeling and idea ,..." The images used by 
Keats in his poems also bear intellectual analysis as for 
example those images tsdcen from Greek mythology or those 
representing concepts. All .the images in his poems are a 
result of felt emotion and are expressive of emotion but at 
J. 
the same time also expresst , an idea, 
2^. Rene Wellek aaid Austin Warren. Theory of "Literature, p. 1Q8. 
25. Coleridge, op. cit. , 11, 16-17, 
26. M. Hope Parker, op. cit., p. 3. 
9 
I,A. Richards noticed still another dimension of the 
poetic image. An image according to him is a mental event 
in response to a sensation, "what gives an image efficacy 
is less its vividness as an image than its character as a 
27 
mental event peculiarly connected with sensation". He 
feels too much importance has always been attached to the 
sensory qualities of images. It is rather a "relict" and 
"representation of sensation". Images formed in the mind 
in response to a sensation and representating that sensation. 
The fact that imagery is multidimensional and not 
merely a picture of the external world is insisted upon by 
many critics. Middleton Murray says of the image that it is 
"not predominantly or solely visual, and may be auditory or 
wholly psychological". The visual image is the commonest 
type of image used. This type creates a sensation of seeing 
or seeming to see an object not actually present. 
Wellek and Warren, in their book Theory of Literature, 
mention, abon^the dual nature of imagery. They say, "The 
visual image is a sensation or a perception, but it also 
'stands for' ... something invisible, something 'inner'. It 
can be both presentation and representation at once". ^ The 
stress is on both particularity and the union of worlds. 
27. Rene Wellek and Austin Warren^ OP. cit.^  p. 191. 
28. Ibid.T p. 192. 
29. Ibid.. p. 192. 
10 
Every image recreates not merely an object but an object in 
the context of an experience and thus an object as part of 
a relationship. G*Day Lewis says that if "we believe that 
the universe is a body wherein all men and all things are 
members of one another ... every poetic image ... by clearly 
revealing a tiny portion of this body, suggests an infinite 
extension". Images and metaphor have a modus operanda,of 
getting at one thing through another. They are drawn from 
any elonent in human experience which is "not merely 
contemplated for its own sake alone, but is employed to mean, 
31 
to intend, to stand proxy for something beyond itself". 
This nature of the image is exemplified very well in images 
used by the RomanticS| as the essence of its revolution was 
the dissolution of the artificial barriers between human 
nature and nature, thought and thing. Every "pure artistic 
32 image is at one and the same time itself and the universe". 
The use of images has various advantages. It helps 
the poet in his search for absolute precision of language 
and thought, facilitates the freedom of expression and also 
helps the writer in evoking the response of their readers. 
An image is a means of poetic communication and of the 
creation of precise meaning. The use of images givegrise 
30. C. Day Lewis, op. cit.. p. 2Q. 
31. Terence Hawkes, OP. clt^ p. 65. 
32. Croce, quoted by W.K. wimsatt and Cleanth Brooks, 
Literary Criticism ; A Short History p. 5ii. 
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to clarity of expression and intensity^what C. Day Lewis 
called, the "concent ration of the greatest possible amount 
Of Significance into a small space". -^  The 'imagist' school 
of poets usually concentrated thought in a dominant image and 
thereby attained accuracy and preciseness, "The exact curve 
of what he sees, whether it he an object or an idea in the 
mind".^ Besides, use of imagery gives rise to freshness of 
expression;by its power to reveal something new and also evokes 
the response of the readers, 
Jerome Beaty and William H. Matchett in their book 
Poetryt From Statement to Meaning, sayr that images are used 
to illustrate and clarify and to explain or create. "Probably 
the most usual purpose served by images is that of helping 
to make a meaning vivid, to illustrate and to clarify it .,. 
through makir^ some portion of it palpable to the senses".-^ 
The imagery can be utilised to clarify anything, be it a 
rnoadij an emotional experience, an idea or an intellectual 
idea. On the other hand images can explain when they are 
involved in analogies as analogies affirm a relationship. 
Besides, the use of images creates greater intensity 
an 
within a poem. On the face of it/image is a description but 
conveys to our imagination something more than the accurate 
reflection of an external reality. As said earlier, every 
33. C. Bay Lewis, op. cit.y p. k-0. 
3M-. T.E. Hulme, Speculations^, p. 132. 
I'erome Beaty and W.l^ " 
to Meanlrirr-p-. 202. 
35. 'erom  eat   .H. Matchett, Poetryi from Statement 
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poetic image suggests -infinite extension'. "The particular 
throbs with the life of the whole intuition, and the whole 
exists in the life of the particular. Every pure artistic 
image is at one and the same time itself and the universe."^ 
For poets like Coleridge, Goethe, Keats, the particular was 
the universal. 
Images are drawn from reality so n. and 
revealc reality . It also establishes a correspondence 
between the poetic world and reality. G. Day Lewis aptly 
.says, "a successful image is a successful encounter with 
the real."^ ''' The Romantic image is a mode of exploring 
reality, by which the poet is in effect asking imagery to 
reveal to him the meaning of his own experience. The poets 
of the romantic era nearly always indulged in the passionate 
exploring and revealing of experience and images helped them 
to do that. Of coiorse, these experiences are imaginatively 
applied by the poet to some different situation so, "in 
poetry memories are metaphorical, are given the weight and 
depth of images."^ Keeping this in mind Keats haS said, 
on 
"Poetry should appear almost a Remembe'^ .^noe."-^  
The poet explores reality, both the external world 
or the InvxftJfL world of man's mind, the use of imagery is 
•^ 6. Wimsatt and Gleanth Brooks, op. cit.. p. 511. 
37. G. Day Lewis, op. cit., pp. 99-100. 
38. Ibid.y p. 1^. 
39. The Letters of John Keats, ed. Hyder E Rollins, 1, 238 
Hereinafter cited as Letters. 
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the poet's way of reducing the real world to manageable 
proportion and revealing its patterns. The poetic image 
tells us that in the real world too- there is pattern. 
Irkact^the pattern of imagery is relatively eo^ uivalent to 
i 
that which underlies all reality. 
Moreover, imagery lends profundity to a poem because 
in it life perceives not so much its face, as some truth 
about its face, "the images of a good poem are orientated 
to its general truth a truth which may never be 
explicitly stated within the poem." The poetic images 
are more an identifying than a comparing device. In Keats's 
odes the imagery is so important and so intimately integrated 
with the totality of the poem that it enables the poet to 
concretise in poetic terms his own experiences in "Ode to 
a Nightingale", the complex thought processes and psychic 
responses at the nightingale singing. Similarly "Ode on 
a Grecian Urn" embodies the poet's cosmic vision 
encompassing the past, present and future, evoked by 
certain objects of art. 
Another thing to note about imagery is that it is 
affected by the extrinsic circumstances such as the general 
content and other images. It must be relevant however 
obliquely, to the theme and consistant v;ith each other. 
^0. C. Day Lewis, op. cit. , p. ng. 
^h 
Emotional congruity and coherance is essential as 
G. Day Lewis puts it, "Image patterns must be patterns 
and not random assemblages of words." He goes on to 
say that if there is any essential in imagery it is , . 
congruity that the image should be congous with the 
passionate argument, also with the form of the poem. For 
example the extended simii*^  is congous with the epic or 
narrative form. Coleridge was also of the same view and 
remarked that images become characteristic of poetic genius 
when it moulds and colours itself to the circumstances, 
passion present foremost in mind. Images should be so 
coherent that it should leave the reader with the impression 
that they are the natural language of the theme as Keats 
said, "the rise, the progress, the setting of imagery should 
h-2 like the sun come natural to him." The images used in a 
(J 
poem should also be congr^us with each other, "the relation 
of images to each other is of more importance to a poem 
than is the vividness of any particular image." 
The theme of a poem may well have arisen from a 
single experience but its images are drawn from a much 
i 
wider field. la^ct, from the "total life experience of 
the poet "which also includes his reading etc. They help 
create a whole poem. Af tet iiLl it is experience and 
ht. C. Day Lewis, op. clt. , p. 7W. ' 
^2. Letters, I, 238. 
^3. J. Beaty and W.H. Matchett, op. pit.^ p. 178. 
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memories which are given the weight and depth of images 
so images: drawn from the life experiences of the poet 
dominate, atleast in the poems of the Romantic poets. 
Echoes from the poet's knowledge is a common feature. 
Memories transferred from their original context, modified 
by demands of the theme are used metaphorically and appear 
to us as images. Livingston Lowes in The Road to Xanadu^ 
traced down to their source in books of travel and science 
read by Coleridge a great number of images of "The Ancient 
Mariner". He demonstrates that certain disconnected fragments 
>of knowledge, manories from Coleridge's reading became 
unconsciously associated to emerge as images. This fact is 
to be noticed in Keats also. For example in the odes^ 
imagery is drawn from his reading of translations of Qreek 
mythology, "Lethe", "Hippocrene". His interest in painting, 
sculpture, even the experience of disease and death in his 
personal life finds its place as imagery in the great odes. 
In the selection of images by poets» history also 
plays a part. New objects, new ideas, new modes of behaviour 
provide new images. The Romantics used conventional imagery 
of "moon " etc or images drawn from Greek mythology. So also 
in the last decade of the nineteenth century personal 
observation but tinted by the pervasive fear of wair filled it 
with metaphors of spies, frontiers. M. Hope Parker in 
Language and Reality^ savR imagery of the modern writer in 
16 
both poetry and prose i s more conscioiis and d i f f i c u l t due 
to the s t a t e of mind. The f i r s t two l ines of T.S. E l i o t ' s 
"Love Song of Prufrock" provides a very good example, 
"Let us go then you and I, when the 
evening is spread out against the sky 
Like a patient etherised upo^ the table." 
We are not used in our love poems to running up against 
images of "patients etherised on tables." Images are so 
complex and difficult due to the modern poet's vision of 
life. Writers are alv;ays influeliiced to a marked extent by 
the state of society in which they live, by current ideas 
and by the general philosophy or lack of philosophy of 
their generation. The literary generation which survived 
the war was disintegrating. 7iy©_ imagery also is an 
attempt to convey this. 
tt l|lj. 
To like impels us to liken" is an important and 
< ^ ' • 
true phrase. Images are signs of sympathy, of love felt 
by the poet for things outside himself. A study of the 
imagery used sheds light on the poet's likes and dislikes. 
C. Day Levris agrees that the "nature of poetic sympathy is 
revealed in images as the identification of the object 
which appeal to his senses is the initial step in image 
making." A study of the imagery of a poet weighs a poet's 
¥f. C. Day Lewis, op. cit. , T). 8Q. quoting E.S. Dan as ' 
Poetics, p. 89. 
^5. Ibid.. p. 66. 
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interest and also measures his creative psyche. Nothing 
is unpoetical, whether a poet can create an image from any 
given object depenis first upon the imaginative strength 
of his own response to it. As Danby says "The imagery 
indicates the range of the poets sensibilities". 
Poets also have their favourite images: which recur 
in their poems. William Wordsworth has a powerful 
favourite image of a solitary figure in impressive natural 
surroundings for example the leecliwatherer, Lucy Gray. Keats 
i^s full of images of textirre, colour and sensation. This 
habitual recourse to certain Images by some poets has made 
T.S, Eliot ponder over this psychic phenomena and also to 
comment on it "Why, for all of us, out of all that we have 
heard, seen, felt, in a lifetime, do certain images recur, 
charged with emotion, rather than others? The song of one 
bird, the leap of one fish, at a particular place or time... 
such memories may have symbolic value, but of what we 
cannot tell, for they come to represent the depths of 
feeling into which we cannot peer." 
There are two main patterns of imagery. A poem may 
have a series of Images that support or contradict one 
another or a single, central dominant image in which the 
•^6. Danby. Approach to Poetry^ p. '^?. ' 
^7. T.S. Eliot, "The Use of Poetry and the use of Criticism", 
Selected Prose^ ed. John Hayward. p. 95. 
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sequence ani structure of the poem depend. The Grecian 
Urn for example in Keats's ode, is a large metaphor 
objectifying the achievement of the imagination. 
There are different types of images. It can be 
functional by pointing and landerlying a thought or 
ornamental. As Lewis said, "We must ask ourselves... 
what the poet is trying to do in a poe?i and then whether 
these images are well adapted to this purpose or not. If 
they are adapted, they are ijsiact functional," The 
commonest type is visual, some are auditory, tactile or 
aural. Private, personal images are also found, images 
whose application is a secret between the poet and his own 
experience. The reader may infer the secret from the 
emotional context. M. Hope Parker in Language and Reality^ 
classifies images as Romantic or Emotive and Intellectual 
and cites as example for the latter the second last stanza 
of "Ode to a Nightingale." Henry Wells says there are 
seven types of images; decorative, sunken-when it "keeps 
below full visibility", violent, radical when it is learned 
or utilitarian, intensive, expansive and exuberant. Whereas 
Robin Skelton is of the view that images fall into 
categories simple, abstract, immediate, diffuse, complex, 
M-8. C. Day Lewis ^  OP. cit. . p. M-?" ~~~ 
•^9. M. Hope Parker, on. cit.. pp. 13,15. 
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combined etc. Lewis in The Poetic Image, says images 
50 like rose, moon are "consecrated images." 
C. Day Lewis feels, "Verse is the best medium for 
the poetic image ... can create a greater intensity within 
the image patterns ... clearer echoes and more complex 
relationship."^' 
Last but not the least, it should be remembered that 
there should be a judicious and discriminatory use of 
imagery. It is ti^ quality and not the quantity that matters. 
Over-loading a poem with imagery is detrimental to the 
quality of the poem. As Herbert Reed puts it, "A poem that 
is pure imagery would be like a statue of crystal ...something 
too cold and transparent for our animal senses." 
To sum up, the use of imagery is an essential 
element in a poet's art. Infact it is a criterion to judge 
poets as Herbert Reed says, "We should always be prepared to 
53 judge a poet by the force and originality of his metaphors." 
Although the use of imagery is germane to literature 
in general, towards the end of the Eighteenth Century and 
the early years of the Nineteenth Century a more conscious 
use of images is noticeable in English Literature. This is 
'7O. C. Day Lewis. OP. cit.. p. '^. — — — 
51. Ibid.. p. 88. 
52. Ibid., p. 130. 
53. Ibid., p. 17. 
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SO because of/ growing interest in an analysis of/numan 
mind and behavioiir. Now the images are also derived from 
a greater variety of sources sincethe frontiers of knowledge 
and the domain of human experience were enlarging as a 
result of the development of science and knowledge and their 
application to life. Therefore, the Romantics too showed 
a growing inclination for the use of images. 
Wordsworth is well known for his straightforward 
description of nature and for his perception of her 
symbolical aspects but even he often used concrete images to 
crystallize and convey his ideas. These images, were jainly 
derived from his observation and consisted mainly of the 
objects of nature as a solitory reaper, the daffodils, 
frisking lambs or a determined leech-gatherer, 
¥e find a more noticeable use of imagery in 
Coleridge, though here imagery and symbolism seem often to 
have become interchangeable. An analysis of the imagery 
is a must for arriving at an understanding of his poems, 
which is often a metaphysical, moral or psychological 
experience embodied through the images used. 
The poem "The Ancient Mariner" symbolizes a moral 
process. The albatross following the ship stands for the 
power of nature blessing the endeavour. Then wantonly, 
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the mariner kills the albatross and the sympathy between 
nature and the voyagers is broken. Through the images of 
drought etc sterility and misery is shown. Then with the 
blessing of the water snakes regeneration takes place and 
there is rain. Images of the familiar homely land world 
begin to appear. 
In the poem "Kubla Khan" also, the process of poetic 
composition is the subject which has been embodied through 
the images used. The building of the pleasure dome, Alph 
the sacred river of the Muses, is the poetic imagination 
itself. The reference to[subterranean river, pleasure 
1— 
palaces have been drawn from books of voyages read by 
Coleridge. 
Shelley was a revolutionary who had a message to give 
to the world - his idea of a "Millenium", of a perfect, ideal 
state of things. In the "West'Vtfjnd" he found his image to body 
forth his ideas and which in the context of the ode stands for 
the spirit of revolution or for revolutionary change. In 
another guise it is the "skylark", the symbol of the poet 
: unseen but innundating the sky v/ith "profuse strains of 
unpremiditated art". Few poets use natural images more than 
Shelley, yet they rarely exist in their own right. They are 
symbolic of states of mind. 
Keats's sensuous imagery is well known. Now let us 
attempt an analysis of the imagery in his odes. 
GHilPTER II 
IMAGERY FROM NATURE AND SEASONS 
"To clothe ... feelings with circumstance; to 
weave forth whatever arises in his mind into an objective 
tissue of imagery and incident that shall substantiate it 
and make it visible; such is the constant aim and art of 
the poet."'' Keats too, to express and concretize his 
ideas on tife, the creative imagination and art, uses 
imagery from a variety of sources. 
The most predominant type of imagery to deserve 
attention are images drawn from the world of nature. Keats, 
is a poet of the obvious beauty of the world. His intense 
love of nature pours itself out in the voluminous richness 
of natural imagery. This love for nature is so inborn that 
the use of images from nature comes naturally to him. It 
is to be hoticed how in his judgment on poetry he relies 
on both sun imagery and plant imagery to make his point, 
"Poetry should come as naturally as the leaves to a tree, 
or it had better not come at all." In his comment on the 
use of imagery also, he uses the same image drawn from 
nature, "The rise, the progress, the setting of imagery 
should like the sun come naturally to him." 
1. Keats; The Critical Heritage^ quoting David Masson^ 
ed. G.M, Mathews, p. 356. 
2. The Letters of John Keats ^  ed. Hyder E. Rollins, 
I, 238. Hereinafter cited as Letters. 
3. Ibid., I, 239. 
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This fondness for nature was with Keats since his 
early days, even when he was undergoing medical training. 
On the margin of his lecture note books he had made little 
sketches of plants.^ This interest in nature and plant 
form was inborn in him. In the great odes which can be 
considered the culmination of Keats's life's work, this 
love is visible in the images of nature used so abundantly. 
These natural images are drawn from a very minute 
and delicate sensuous observation. He is content to 
draw the images from the "unanalysed delightfulness of 
living and growing things",'^ Unlike Wordsworth who 
intellectualized it, Keats loved nature for her own sake. 
He painted nature with the imagination, which is 
continually enlivened by his senses. 
In the odes, imagery from nature abound and is 
used in its many dimensions as it will be noticed. There 
are images of flowering in "Ode to a Nightingale", 
"The grass, the thicket, and the fruit-tree wild-
White hawthorn, and the pastoral eglantine; 
Fast-fading violets ... 
The coming musk-rose," 
and in "Ode to Psyche" also, 
h. Bernard Blackstone. The Consecrated Urn; An 
Interpretation of Keats in Terms of Growth and 
5. Graham Hough, The Romantic Poets^ p. 159. 
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"Mid hushed, cool-rooted flowers, fragrant-eyed, 
Blue, silver-white and budded Tyrian." 
Images of fruition are also used as in "To Autumn"^ 
"To bend with apples 
To'swell the gourd, and pl\imp the hazel shells 
with a sweet kernel ... ". 
Another aspect of nature- its music is not left out and is 
used as images as in. "To Autumn", 
"In a wailful choir the small gnats mourn 
• • • • 
Hedge-crickets sing ...." 
The structure of plant form is also not gone unnoticed by 
Keats the "innimitable; poet of the earth"", as for 
example in "To Autumn", "to bend with apples .,.." 
The scent of flowers in spring is alluded to when 
Keats says in "Ode to a Nightingale", that in the "embalmed 
darkness" he can "guess each sweet wherewith the seasonal 
month endows". 
Keats was of the view that nature comforts. He feels 
in it a warmth and viewed it as entering a family, not as 
escaping to solitude as did Wordsworth, This attitude 
is reflected in the imagery used. It is an anti-thesis of 
6, Bernard Blackstone. OP. cit. ^  p. 12*^ . 
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"bare-fields and mountains" as found in Wordsworth, his 
warm feelings for nature is obvious when he describes 
flowers as being "fcool rooted, fragrant eyed" .... 
< 
In the odes, many images from nature are used. 
Imagery of corn and harvesting is one. "A good life is 
consistently presented as the unimpeded growth, flowering 
and fruiting of plants, in particular of corn."' Evil is 
that which warps the natural process. In "Endymion", Pan 
is acclaimed as the protector against "Wild boars routing 
tender corn". Corn is a natural image depicting abundance. 
For example, in "To Autumn" a scene of 
"Thee sitting careless on a graHaSiy floor" 
Signifies abundance. The picture of the harvester having 
collected the grain is an image keeping with the theme of 
the ode. 
In the first stanza; of "To Autumn" a scene depicting 
a cottage garden is presented. The next stanza of the 
ode releases us from the garden to a broader landscape. 
A human environment is presented here, 
Keats also consistently sees his life's work, 
especially his future achievements with the image of corn. 
7. Bernard Blackstone. OP. cit., p. 6^8> ~" 
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3a a l e t t e r to R.H. Reynolds he uses the image of 
" f i i l l ripen*d grain" stored in " r ich garners" to represent 
Q 
artistic fruition. He uses the same image again convey-
ing the same sense in his sonnet "When I have fears that 
I may cease to be", 
"When I have fears that I may cease to he 
Before my pen has gleaned my teeming brain, 
Before high-pil'd books, in charactery. 
Hold like rich garners the full ripened grain". 
It is a movingly personal application fearing that he may 
die before he attains artistic maturity. 
Plant growth, plant form and images of fruition are 
also common and integral to the theme and subject of the 
odes. In "Ode to Psyche", to honour Psyche who signifies 
the "soul" Keats wishes to build a temple in his mind, 
"the untrodden region of my mind". It is worth noticing 
how remarkably he uses the images of flowering and 
fruition to express such an abstract idea. "The realm of 
flora is used with a difference".^ Images of branching and 
flowering are identified with mental and psychic processes, 
"I will be thy priest, and build a fane 
In some untrodden region of my mind. 
Where branched thoughts. . . . 
Instead of pines shall murmur in the wind." 
He continues using floral imagery and says he will build a 
8. Bernard Blackstone^ OP. clt.j p. ^8^-. 
9. Ian Jack, Keats and the Mirror of Art^ p. 209. 
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"rosy sanctuary" with "buds and bells" in the "-wreathed 
trellis of a working brain". The role of the poet in 
building a temple in the mind is set forth in a tissue of 
metaphors from nature. 
Another interpretation is that Keats assumes the 
role of a celebrant to Psyche so he feels a"poem of homage 
10 
would be the highest form of worship". The act of poetic 
creation is given expression to by use of natural images. 
The shaping process of the creative mind is figured by 
another recurrent metaphor, the labyrinth. The labyrinthian 
intricacies of the poetic imagination is referred to in the 
images of branching used, 
"... In some untrodden region of my mind, 
Where branched thoughts, new grown with 
pleasant pain, 
Instead of pines shall murmur in the wind"... 
"Pleasant pain" is involved in the act of poetic 
composition. The perplexity of the poet while in the 
labyrinth of creaition is painful although his vision of 
final achievement of form holds the poet in pleasant 
anticipation. This interpretation is also believable as 
enquiry into the nature of the poetic act was a major 
preoccupation with Keats. He also uses images of bran<!fo.ng 
because for him "the working of nature and the working of 
10. M, D'Avanzo, Keats's Metaphors for the Poetic 
Imagination, p. 209, 
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the poetic mind ... are one indivisible process." 
It is quite possible that the image of "branched 
thoughts" and "wreathed trellis of a working brain" are 
derived from 'lectures on the structure of the brain given 
at St. Thomas hospital'.^^ An investigation of medical texts 
in Keats's day reveals that the cerebellum was infact 
described as a branching tree. There are however, many 
sources for the use of tree and plant life as metaphoric of 
the organicism of creation in the mind, as for instance^ b^y 
13 M.H. Abrahms in his work, The Mirror and the Lamp. 
Keats had a special fondness for the season of 
Autumn. In "To Autumn"* he presents a picture of abundance 
and plentifulness. Keats regarded autumn as the season of 
harvest and achievement, disregarding the other role as a 
herald of winter and death. Consequently, images of 
fruition are used. So much so, that the trees are bending 
towards the ground loaded with swelling, ripe fruit, 
"To bend with apples the mossed cottage-trees, 
and fill all fruit with ripeness to the core; 
To swell the gourd, and plump the hazel shells 
With a sweet kernel; to set budding more.." 
Images of flowering are also used in "Ode to a 
Nightingale". With the help of the poetic imagination 
11. Bernard Blackstone^ OP. cit.j p. 86. — 
12. C.W. Hagelman, "Keats's medical training and the last 
stanza of 'Ode to Psyche'", Keats-Shellev Journal.11 
(1962), 7V-75. 
13. M.H. Abrahms, The Mirror and tha L^mp^ pp. 201-25. 
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Keats escapes momentarily into the world of the imagination 
and achieves for a short while a state of intense aesthetic 
and imaginative feeling. He records his emotions with 
images of flowering. He says he cannot see but in the 
"embalmed darkness" guess, 
"The grass, the thicket, and the fruit-tree wild-
White hawthorn, and the pastoral eglantine; 
Fast-fading violets covered up in leaves; 
And mid-Nay's eldest child". 
The imagery reflects a spontaneous luxuriance of feeling 
and perception, a self abandonment which is merely another 
aspect of his previous depression concerning the world of 
reality -
"Here where men hear each other groan". 
Images of fruition and flowering are used to represent a 
state of mind. In the sonnet^ "After dark vapours have 
oppressed our plains" also^ images of flowering are used in 
the same context, 
"And calmest thoughts come round us; as of leaves 
Budding, fruit ripening in stillness, autumn suns 
Smiling at eve upon the quiet sheaves." 
Concrete particulars from the world of nature are used by 
Keats to convey abstract thoughts and feelings. Such is 
the greatness of Keats and his feeling for nature is also 
obvious. 
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The images of flowers can also be taken to 
represent an emotional sub-text in the ode as each flower 
is representative of a concept. Karl Wenterdorf in his 
article "The subtext of Keats's 'fide to a Nightingale'", 
says that the images of flowers like musk-rose, violets, 
hawthorn, eglantine, ..." called forth from the underground 
workshofi of the poet's mind creates an emotional sub-text 
for the poem".^^ He goes on to say that these evoke 
carefree, ecstatic, young and passionate fulfillment of love 
which Keats was unable to achieve. Through the erotic 
imagery he reveals his continuing delight at thought of the 
joys of young lovers and his deep yearning for the 
fulfillment of his unassuaged desires. 
The -flightingale itself, the predominant image 
drawn from nature^ symbolises love. Nightingales are 
always associated with eros by literary writers. 
In stanza five, four types of flowers are mentioned, 
though unseen by Keats but nevertheless identifiable with 
the scented; "embalmed darkness", 
"White hawthorn, and the pastoral eglantine; 
Fast-fading violets .... 
The coming musk-rose ..." 
In classical mythology violets sprang from the 
1^ -. Karl P. Wenterdorf, "The subtext of Keats's 'Ode to 
a Nightingale'", Keats-Shellev Journal^ 33 (198^), 71. 
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blood of Attis, the youth loved by Cybele. Milton also 
may have known about violets symbolizing erotic love so in 
Paradise Lost^the fallen Adam and Eve are described aS 
guiltily taking their fill of love on a bed made of violets 
and other flowers of symbolic significance, John Donne 
must have also been aware of the significance of violets 
so he describe the lovers in "The Extasie" with this image, 
"Wiere, like a pillow on a bed, 
a pregnant bank swell'd up, to rest 
The violets reclining head". 
Keats, who was a highly literary poet must have also been 
aware of the fact that violets symbolize passion. When he 
describes violets as "fast-fading" he is voicing a thought 
expressed in the "Ode to a Nightingale" that human love is 
transitory. 
Hawthorne also symbolizes love. On May day even 
in earlier centuries,lovers went out into the countryside 
together collecting blossoming hawthorne to decorate their 
houses. Herrick in "Corinnas going a Maying" celebrates the 
16 
festival, 
"There's not a budding boy or girl, this day. 
But is get up, and gone to bring in May 
With White-thorn laden, 
Door of each house is now a tabernacle 
15. Karl P. Wenterdorf, "Paradise Lost ix ; The Garden and 
the Flowered Couch", Milton Quarterly^ 13 (1979), 13^-1^7 
16, Karl P. Wenterdorf, "The sub-text of Keats's »Ode to a 
Nightingale"', Keats-Shellev Journal^ 33 (198^), 78. 
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Made of white hawthorn neat ly interwove : 
As if here were those cooler shades of love . 
In Shakespeare's As You Like I t . Rosalind repor t s tha t 
Orlando is hanging love odes "upon Hawthorne". Oliver 
Goldsmith must have also known tha t hawthorne s ign i f i e s 
love because the landscape in "The Deserted Vil lage" inc ludes , 
"Hawthorne bush with seats beneath the shade 
For ta lking age and whispering lovers made". 
Eglantine i s a lso an image concepting love . Spenser 
in "S^pherdes Calender" for the month of May says how "Love 
lads" and "youngthes folke now flocken in everywhere" 
to^gather "Hawthorne buds and sweete Eglant ine", (L,1-13) 
The image of the 'musk-rose' i s also used in poetry 
in se t t ings depicting the joys and pains of Eros. I t i s 
said tha t " a l l roses are sacred to Venus and her son^ 
17 Cupid used to wear a chaplet of r o se s . " The f lower 's 
powerful odour i s an image for the a t t r ac t iveness of love . 
A knowledge of the symbolic t r a d i t i o n behind the 
names of flowers used can lead to an understanding of 
sub- textual concerns in the Ode. The flowers seemed to be 
a t 
named /random but Keats obviously had a well l a i d out plan, 
17. ChaucerT Rengjjiii^of the Rose^ P P . 907-8, 
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For Keats, human love is also related to nature. 
There is a "participation mystique between the fruition 
18 
of human passion and the fruitfulness of nature's store". 
In "Ode to Psyche" we find the cosmic nuptials of Eros and 
Psyche consumnated in the lap of, 
"hush'd, coal rooted flowers, fragrant-eyed, 
Blue, silver-white and budded Tyrian". 
Images of nature and flowering are used by Keats to 
celebrate the success of love just as,flowering is the 
success of the natural process. 
Keats uses other images drawn from nature*, basic 
things like leaves, trees, grass. In "Ode on a Grecian Urn", 
the urn represents enduring beauty.possessing permanency 
beyoni change by virtue of its form. It objectifies the 
achievCTient of the imagination. The pictures on it, 
although from the world of reality, attain permanence by 
the fact of it being manifested in art. Thereby the 
leaves and trees carved on it are "evergreen". The urn 
is described as "leaf-fring'd", having a border of leaves 
and vines enclosing the entire picture of Bacchic 
revelry and the sacrifice. Consequently, the urn seems to 
be telling a "flowery tale". Nature inevitably enters the 
picture as sharing in this glad suspension, 
18. Bernard Blackstone^ OP. cit - P. ^PO. ' ~" ~~~~ 
3^ 
"Ah, happy, happy boughs, that cannot shed 
Your leaves, nor ever bid the spring adieu." 
In "Ode to Psyche", Psyche is represented as living 
at a time when things were holy and sanctified,even though 
she wsBS not worshipped as a Goddess. To say this> Keats 
uses natural imagery, 
"0 brightest, though too late for antique vo'^ sl 
Too, too late for the fond believing lyr^ 
When holy were the haunted forest boughs". 
Natural imagery is also used to describe Keats's 
moods. In "Ode on Melancholy", he says the melancholy fit 
descends suddenly. 
"When the melancholy fit shall fall 
Suddea from heaven like a weeping cloud". 
The image of the cloud and sudden rain, which is a natural 
process gives, expression to what he says. In the same ode 
Keats expresses his philosophy of the contrarity of things. 
True melancholy he says, is an awareness of joy and beauty 
and the fact of its transcience. It is not to be sought in 
thoughts of death, oblivion and gloom. To say this Keats 
uses images drawn from the world of nature, having macabre 
properties, 
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"No, no, go not to Lethe, neither twist 
Wolf's-bane, tight rooted ... 
Make'not your rosary of yew-berries. 
Nor let the beetle, nor the death-moth be 
• • • • 
In "Ode on Indolence" also imagery from nature finds 
a place. Keats describes his mood of indolence when neither 
pleasure nor pain seemed to affect him, 
"Pain had no sting, and pleasure's wreath no 
flower". 
He is an avid lover of nature, flowers naturally represent 
for him an attraction. With the image of a "flower" Keats 
says that pleasure also failed to affect him, so overpowering 
was his mood of indoaience. In a journal letter Keats 
expresses this mood, "In this state of effftminacy the fibres 
of the brain are related in common with the rest of the 
body, and to such a degree that pleasure has no show of 
19 
enticement and pain no unbearable frown. 
The urn with its three figures; Love, Ambition and 
Poesy does manage to rouse him from his apathetic state of 
indolence when they pass by a third time, to the awareness 
of a sensuous happiness which is momentary. Till then his 
"... Soul had been a lawn besprinkled o'er 
With flowers, and stirring shades,..". 
but now an awareness comes of the 
19. Letters, 11^ 7^1701 — ' 
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"Open casement pressed a new-leaved vine, 
Let in the budding varmth and throstle's lay". 
An awareness of the world outside and its beauties 
intervene. It is to be noticed how Keats expresses his 
subjective feelings through images of concrete particulars 
from the world of nature. Here subjective emotion is fused 
he 
with the outside world. In the very next moment/realises, 
"0 shadow, 'twas a time to bid farewell!" 
He knows that the trouble with such experiences is that 
they are momentary, Keats longs for a time when he may 
never know "how change the moons". Keats is here using an 
image from nature which is used by many poets and astrologers 
as a measure for the passing of time. Yeats^theory of the 
twenty six phases of the moon to represent human history is 
well known. The odes are closely bound up by the theme of 
transcienpe and permanence and also by the fact that natural 
imagery HS used to body forth the poet's ideas. 
The images, in this context the use of images drawn 
from naturey,are very intimately linked to what the poet is 
trying to say. In this ode, "Ode on Indolence", by analysis 
of the nat\iral imagery we realise that the poet begins in a 
mood of indolence where "pleasure's wreath" has "no flower" 
but the figures on the urn raise him from his 
37 
apathetic state of indolence to an awareness of the sensuous 
beauty of the world also represented by images from nature, 
"The open casement pressed a new-leaved vine, 
Let in the budding warmth and throstle's lay". 
Keats . realises that these are transcient. fhus linking 
the Ode in its theme to the major odes but it ends with a 
difference. Here the poet wishes that he should be left 
alone in his abject state of indolence, 
"Vanish, ye Phantoms, from my idle sprite 
Into the clouds, and never more returnl" 
Imagery of the seasons also deserve special attention 
while studying the use of images from nature by Keats. The 
seasons represent to Keats a permanent truth. In "Sleep 
and Poetry" while speaking of poetry he says, 
"Hence too I've seen, 
the end claim of Poesy. 'Tis clear 
As anything most true, as that the year 
Is made of the four seasons", 
"The season of autumn had always meant a great deal 
20 
to Keats." There is reference to it in many poems. In the 
sonnet "Apollo to the Graces" for instance, 
". , , . of leaves 
20. Ian Jacky OP. cit.. p. 2^2. 
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Budding, fruit ripening in stillness, 
. . . . autumn suns 
Smiling at eve upon the quiet seams". 
In "Fancy" there is reference to "All the heap'd Autumn's 
wealth" Keats regarded this season as a season of 
harvest and achievement disregarding the other role as a 
herald of winter. This is in absolute contrast to Shelley's 
"Ode to a Vfestwind" ^  where images of 'scattered leaves' are 
dominant. Keats perceives only the wealth and bounty of 
autumn and the images used reinforce this view. 
In the first stanza of "To Autumn", images signifying 
the fruitfulness of the season abound. There is emphasis 
on its benificent activity. In the very second line autumn 
is described as 'Conspiring' with the maturing sun as a close 
bosom friend. There is a fulfilling partnership going on 
between the season of autumn, the earth and the sun which is 
revealed in the images of flowering and fruiting used. The 
bees also contribute their fair share in this atmosphere 
of abundance. A representative of the animal kingdom in 
this world of nature is used as an image by Keats to present 
his picture of autumn. Bernard Blackstone very aptly says, 
"Autumn exists as a presence, a spirit of generosity and 
21 prodigal luxuriance." 
21. Bernard Blackstone, OP. cit.j p. 356. 
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The second stanza gives alternative personifications 
of A-utumn amid images from the -world of nature. The images 
are visual as opposed to the mainly tactile images earlier. 
The harvester, the gleaner, reaper and cider maker are 
presented which led Douglas Bush to comment in his book 
John Keats : His Life and Writings. "The personified spirit 
of Autumn become mythic figures .... reaping, cider-making 
22 
are invested with the dignity and aura of seasonal rites." 
The sounds of autiimn provide images to describe 
the scene more vividly, 
"Then in a wailful choir the small gnats mourn 
And full-grown lambs bleat from hilly bourn, 
Hedge-crickets sing. . .". 
The poem is about autimin and the images help express his 
ideas more coherently and beautifully. 
In "Ode to a Nightingale", in the world of the 
imagination into which the poet escapes on the "wings of 
poesy", it is the spring world which provides the images 
for the setting. Images of 
"Fast-fading violets .... 
Mid May's eldest child. 
The coming musk rose ...". 
are used, flowers which the "seasonal month of spring 
22. Douglas Bush^ John Keats ; His Life and Writings^ p. 177. 
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endows". This has led Gittings to comment, "the weather, 
the season itself, can claim to have begotten much of the 
images."^^ The fact that the season itself gives rise to 
the images is also true as the images closely echo a 
letter of Keats written to^4®°^se, giving expression to the 
season of spring "This is the 3rd of May ... the violets 
are not withered before the peeping of the first rose." 
In "Ode to Psyche" also images of flowers 
flowering in the spring season are used, 
"Blue, silver-white and budded tyrian". 
In "Ode on a Grecian Urn", the trees which attain permanence 
by being manifested on the urn are described by using the 
image of spring, 
"Ah, happy, happy boughs, that cannot shed 
Your leaves, nor ever bid the spring adieu". 
In "Ode on Indolence", i t i s stammer which reinforces 
the feel ing of lethargy of the poet , 
"Ripe was the drowsy hour; 
The blissful cloud of summer indolence". 
The image of summer intensifies the mood of indolence. 
It is to be noticed that the "whole sequence ot. 
2^. Robert Gittings. The Living Year, p. n 2 . 
2J+. The Letters of John Keats, ed, M.B. Forman, 123, P. 335. 
^1 
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odes runs the seasonal course from winter to summer". In 
"Ode to Psyche". It Is the spring world which is presented, 
a celebration of light after darkness, of germination and 
budding after the torpor of winter. It celebrates the just 
won triumph of love, the reunion of Eros and Psyche after a 
long ordeal. The images of spring are also relevant as 
while writing "Ode to Psyfihe" Keats was entering his phase 
of successful poetic creation, the most fertile period of 
his poetifrcareer. The year,. 1^^9 was the most successful 
phase in his career as a poet so Gitting termed it, "The 
Living Year". Images from the season of spring are also 
used in "Ode to a Nightingale" and "Ode on a Grecian Urn". 
Summer is referred to in "Ode on Indolence", 
"Ripe was the drowsy hour; 
The blissful cloud of summer indolence", 
"To Autumn" is a representation of the season of autumn in 
its various manifestation, that of its fruitfulness, its 
human representatives like the reaper, cidermaker etc in a 
broad landscape and the music of autumn. The very last line 
though.) looks forward to winter, 
"And gathering swallows twitter in the skies". 
The swallows are gathering to migrate to warmer lands as 
winter is approaching. Besides, autumn as a poetical symbol 
is commonly a prelude to winter. 
23. Bernard Blackstone, OJD^ cit. . B. ^ 20- ~~ 
h2 
Another point to be noticed is that. nothing is seen 
in isolation, each season is part of the annual cycle. As 
Shelley in "Ode to the WestSwii^ d" says, 
"If winter comes can spring be far behind?" 
Keats also is aware of the whole process of the seasonal 
cycle. In the odes, spring is not enjoyed purely in itself 
but as part of the annual cycle, 
"And still more, later flowers for the bees, 
Until they think warm days will never cease". 
Still more.^ later "flowers" are set budding, it is for the 
bees, for the repl^ ishment of cells which in their turn, 
will become centres of new life. Images of nature and the 
seasons give expression to the central, most important 
philosophy of Keats.that all things are transcient and the 
best way is to accept this cycle of the seasons and the 
presence of the cycle, of coursev'^  in everything in life. 
It is worth not ing though, how in the odes, through 
successful employing of images from nature, Keats expresses his 
ideas on Life, the fact of transcience in the world, his 
views on the act of poetic creation. As for instance in 
"Sleep and Poetry", Keats gives expression to his idea 
of life. 
^3 
"Stop and consider I Life i s but a day; 
a f r ag i l e dew-drop in i t s per i lous way 
from a tredfe summit . • . . 
Life i s therose 's hope while yet unblown, 
A*pigeon tumbling in c lea r summer a i r " . 
There arose in the poe t ' s mind as incorporate with his idea 
of l i f e , the imaginary object from nature of the dew drops 
f a l l i n g . The pictures are as t ru ly the poe t ' s thoughts 
about l i f e as any s c i en t i f i c de f in i t ion would be the thought 
of a physiologis t . A concrete pa r t i cu la r from nature here 
expresses Keats ' s view of l i f e . In the same way, in the 
sonnet "Four seasons f i l l the measure of the year", 
"Four seasons f i l l the measure, of the year; 
There are four seasons in the mind of man. 
He has his liisty spring . . . 
. . . . his summer,.. ," 
the d i f fe ren t phases of a man's l i f e i s very convincingly 
and beaut i ful ly expressed by using the image of the four 
seasons. Such i s the greatness of Keats. 
It has been remarked earlier that Keats's natural 
images are drawn from a very minute and delicate sensuous 
26 
observation. This fact is obvious when we notice that the 
image of roots is also used by him for poetic purpose . 
None of Keats's contemporaries sinks down below the 
surface of the earth as he does. 
26. Graham Hough, OP. cit. ^  P. ^'i9~ 
hh 
The Image of roots has been used quite often. In 
"Ode to Apollo" for instance, 
"The Pleiades were up 
watching the silent air; 
The seeds and roots in Earth 
Were swelling for summer fare." 
"Endymion" is another case in point, 
"Essences 
(4 
Meant but to fertl^ zp my earthly root, 
and make my branches lift up a golden fruit 
Into the bloom of heaven". 
Most poets forget the root but Keats seems to regard it with 
peculiar affection. The process of growth is active in his 
mind so not surprisingly the image of the root is used. In 
the Qdes too, this image finds a place as for example in 
"Ode on Melancholy", 
"Woolf's bane, tight rooted ,..,". 
In "Ode to Psyche" also the flowers are described as 
"Cool-rooted", 
The image of bees, a representative of the world 
often used to represent abundance and feverish activity, so 
naturally in "To Autumn" which is a picture of fruitfulness 
and plentifulness this image finds a place. 
^5 
In "To Autumn" Keats rejoices in the relationship 
of the sun, the personified spirit of Autumn and earth. 
He is content and happy in their 'conspiracy' for earthly 
happiness. All is ripeness, fruition and tumescence. The 
images of bees heighten the effect of fruition and 
activity, 
"Still more, later flowers for the bees 
Until they think warm days will never cease". 
The bees also link the three kingdoms; vegetative, 
animal and human. They also play a part in forging a 
link with.human labour as it also labours. This idea of 
human labour is the theme, in the presentation of the 
personified figures of autumn. 
Keats believed that the various sub-divisions in 
the world of nature as for example, the vegetative 
kingdom, the insect world, the animal world are all working 
together. Keats's integral images of flowering, budding 
and fruiting, of growth in the plant world under an 
"interchange of favours" with the insect world is expressed 
by the help of the image of bees^ 
27 
"the little alms men of sping flowers". 
In "Ode on Melancholy",the image of the bee has an 
27. Bernard Blackstone, op. cit. p. 357. 
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important part to play in expressing Keats's thoughts on 
life's paradox. He says true melancholy is the outcome of 
the awareness of Beauty and its transcience , 
"She dwells with Beauty - Beauty that must die; 
. . .'and aching pleasure nigh, 
Turning to poison while the bee-mouth sips". 
It is the isolation of a real perception of Keats. We have 
here life's paradox in a nut-shell. simply by use of an 
image drawn from the world of nature. Such is the greatness 
of Keats's art, especially his use of images in conveying 
thought in concrete form. 
There are many other natural images used as for 
example, that of mountains. The remote quietiirle of 
mountains struck Keats by their intellectual beauty, their 
beauty of form. In "Ode on a Grecian Urn"^ in keeping 
with the theme of the ode, that of the formal, intellectual 
beauty of the urn, the deserted town portrayed in the 
sacrifice scene is described as 
"Mountain built with peaceful citadel:' 
The quietude, the structure is emphasized by the image. 
The image adds to the atmosphere of the sacrifice. 
William Wordsworth also, in "Prelude, Book 1, 
describes himself as a young boy when he had stolen a boat 
1+7 
and gone rowing. Suddenly, "a huge cliff upreared its 
head." His sense of guilt is heightened by the image of 
the cliff. Keats uses an image of the same type to create 
the atmosphere in his ode^ , liist as Wordsworth used it to 
emphasize the feeling of guilt in the little boy's mind. 
Images of Dryads or wood nymphs are also common. 
It is used both in "Ode to Psyche" and "Ode to a Nightingale", 
In the natural scenery presented, the presence of wood 
njDnphs is also a natural phenomena and occured very 
spontaneously in the mind of Keats. In "Ode to a 
Nightingale" the nightingale is described as a, 
"Light wing'd dryad of the trees" 
Since its habitat is in the trees. In "Ode to Psyche", the 
image of 
"Moss-lain Dryads shall be lulled to sleep", 
is used in keeping with the psychic processes described, 
by the use of natural imagery. Along with the images of, 
"zephyrs, streams, and birds and bees" 
Keats naturally by association remembers dryads and 
wood nymphs. 
The image of the moon as the queen and inspirer of 
•^8 
poets i s used in "Ode to a Night ingale , 
"And hat)ly the Queen-Moon i s on her throne, 
Cltetered around by a l l her s t a r ry fays" . 
This ode can also be token to be a commentry on the 
crea t ive imagination which "needs must d i e " . The moon 
represents the phase of i n sp i r a t i on , of poetic c r e a t i v i t y , 
Keats who thought so highly of the a r t of poetry and in 
mind, 
whose/thoughts about the creat ive imagination, the poetic 
process occupied such an important p lace , the use of the 
image of the 'Moon', Cynthia the Goddess of poetry is 
i n t e g r a l . 
The poetic experience, the poetry making process is 
emphatically "poesis", a making, "Art is nature working 
pO 
in man at its highest intensity. Each is a working". 
Both art and nature, are a process of working and making. 
It is the working of nature we watdh in the images used 
of harvesting, corn, fruition of flowers and fruits and 
the sea. At the same time we are aware of the poetic 
process which the same images are giving expression to. In 
"Ode to Psyche" the tfcansference is complete, 
"branched thoughts, new grown with pleasant pain, 
Instead of pines shall murmur". 
28, Bernard Blackstone. op. cit,^p. 80. 
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In "Ode to a Nightingale" too, Keats puts forward his 
thoughts on the intense imaginative vision which when 
utilised can give expression to the best poetry, something 
which is permanent. The art of poetic creation is a poesis, 
a making. Therefore in the vision the poet sees, 
"Mid-May's eldest child, 
The coming musk rose". 
It is a movement forward and the images from nature 
reinforce the thought. 
As said in the Introduction, images are both a 
presentation and representation at once. The images help 
present the ideas and feelings of the poet objectively, 
besides that images also suggest "infinite extention," " 
With Keats also, it was objects of sense that awoke his 
imagination and made him aware of a sphere of being when 
he saw vast issues. He had said in a letter to Haydon, 
"Looking upon the sun,^the stars, the 
earth and its contents as materials to form 
greater things ... that is to say ethereal 
things". 30 
The Romantics believed in a general truth- that the essence, 
the 'soTil' of the world is revealed through the "World's 
Body". Coleridge also supported the same view that he 
looks to nature. 
gf. C.Day Lewis, The Poetic Image, p. 29. 
30. Letters. I, 1^ 3^  
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"Seeking, as it were asking for, a 
symbolical langiiage for something within 
me that already and forever exists." 31 
This is because as D'Avanzo said in his work Keats's 
Metaphors for the Poetic Imagination, that the Romantic 
poets "regard the iiniverse not as static or mechanical 
but as organic...".-^^ They believed that the creative 
imagination is closely connected with a peculiar insight 
into an "unseen order behind visible things."^-^ That's why, 
the nightingale's song represented to Keats something 
permanent, a representative of art which comforted people 
through generations. He Is not thinking of the nightingale 
who belongs to the world of courses but its song which 
represents art and belongs to a different sphere of being. 
Bernard Blackstone aptl^ y describes Keats's art, "Keats's 
perception though couched in images the most concrete ,., 
ok 
moving habitually in the metaphysical realm. ""^  In 
"To Autumn" also, the sights and sounds of autumn made 
Keats awasre of transcience being the law of life. Through 
the image of "swallows" in the last line he expresses that 
winter will come, 
"Gathering swallows twitter in the skies". 
31. Bernard Blackstone, quoting S.T. Coleridge, op. cit. 
p. 3^. 
32. K. D'Avanzo, OP. cit., p. 18. 
3^. Bowra, The Romantic Imagination^ p. 271. 
3H-. Bernard Blacl^stone, op. cit.^ p. 39. 
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Che image also expresses his idea of the transcience of every-
thing in life, be it beauty, love or poetic inspiration. 
In the major odes imagery from nature is used 
extensively. This is not surprising of a poet who loved 
and reveared nature. In a letter he expresses this love, 
"How as"^ onishingly does the chance of leaving the world 
impress the sense of its natural beauties on us .... I 
think of green fields, I muse with the greatest affection 
on every flower."-^^ 
Images from nature dominate, Keats knew that the face of 
our living mother, the earth has a language that appeals 
to the deepest in us. He utilised this knowledge of 
human nature to his utmost ability, of course his 
profound feeling for nature is also at work and led him 
to use the images from nature so effectively. 
In the use of imagery too, Keats lives up to his 
saying, 
"First the realm I'll pass 
Of Flora and old Pan" ... 
Images from the world of nature dominate in the odes. 
Even when his course in poetry changed. 
^5. Letters, II, ?60. 
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»'I must pass them for a nobler life 
Where I may find the agonies, the strife 
of human hearts". 
nature is not forgotten, ks Graham Hough says, "Even in 
later excursions into the remote and exotic this delighted 
observation of familiar things is allowed itfe part", 
Keats expresses abstract thoughts with images that are 
actual enough,(not out of the starry and cloudy imaginings 
of Shelley. 
36. Graham Hough, op. cit.^ p. 16O. 
CHOTER III 
IMAGERY FROM FINE ARTS 
Keats was a poet who believed that "an artist must 
•1 
serve Mammon" that is, his own art. He was a conscious 
artist anxious to load his poetry with his special kind 
of excellence. It is not surprising that he takes great 
pains to beautify his work, to make it pictorial, beautiful 
2 
and "to load every rift with ore," He even turns to the 
fine arts like sculpture, architecture, paintings, looking 
for ideas for images to serve his art. The odes "read the 
more richly" for the care which has gone into their 
composition. Indeed, he has taken great care to derive 
ideas from paintings, works of art, the Elgin Marbles and 
use them creatively and imaginatively as imagery in the 
Odes. 
Keats had a deep interest in paintings, sculpture 
and music and applied them largely to his poetry as 
imagery. It is worth noticing though, that it is not just 
a photographic representation, his imagination is also 
at work and gives- rise to vivid, picturesque images. 
The urn in "Ode on a Grecian Urn" and the images on it 
1. The Letters of John Keats, ed. M.B. Forman. 1. Qh 
2. Ifeid., 1, 9C ' ' 
3. The Letters of John Keats, ed. Hyder E. Rollins, II, 105 
Hereinafter cited as Letters. 
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are not just a verbal replica of any single urn, Keats 
takes ideas from a variety of sculptures and creates one 
imaginary urn which in turn becomes an inclusive symbol, 
an image by vhich Keats expresses, his thoughts, his 
cosmic w±sion encompassing the past, present and future. 
Keats also gives expression to this method of composition 
that he follows in one of his letters comparing himself to 
Byron, "He describes what he see^ I describe what I imagine. 
Mine is the hardest task."^ Keats lives up to his word and 
creates an imaginary urn. He draws ideas for images for 
his odes from the fine arts but it is his creative 
imagination that shapes the final image that is used. It 
is not 3ust a photographic representation but as 
Bernard Blackstone says in The Consecrated Urn ^ "the 
texture of the poem is truly organic. It opens out into 
new patterns like a piece of living tissue."'^ 
Being a poet who loved "the principle of beauty in 
all things"^ and who believed that "a thing of beauty is a 
7 
3oy for ever" , it is natural that he endeavoured at 
making his verse beautiful. Consequently, Keats turned to 
the fine arts iidiich are universally acknowledged as 
beautiful (the best that is) for images in his poems. By 
turning to the visual arts for inspiration and aided by 
h. LettersT II. 260! 
5. Bernard Blackstone, The Consecrated Urn : An Interpretatioi: 
of Kea^ ts in terms of growth and Form^ p. 273. 
6. Letters. I, 266-67, 
7. John Keats, Endvmionj Book I, L,1, 
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the visiaal quality of his Imagination Keats has derivefll 
the visual, picturesque quality of the images in the odes. 
For instance in "Ode on a Grecian Urn", the image of the 
sacrifice amid a town "moxintain built with peaceful citadel" 
and "the heifer lowing at the skies" are very vivid and 
pictorial and we know he was influenced by the same images 
which were presented in a painting of Claude Lorraine "The 
¥iew of Delphi with a Procession" and a work of sculpture. 
The Elgin Marbles : South Frieze respectively. Keats, for 
whom "the poetic equivalent for an emotion was commonly a 
picture"^, this method of turning to the fine arts for 
inspiration for images suited his creative genius. 
The fact that Keats draws ideas and images for his 
poems from the fine arts and from literary texts he had 
read is acknowledged by all literary critics studying 
Keats's work. H.W. Garrod says in the Introduction to his 
edition The Poetical Works of John Keats ^  that he pays 
greater attention to textual matters of the poems as the 
"textual criticism of Keats studies, infact not so much as 
to establish the text as to go behind it, its primary 
concern is not the poetic ultima manus, but his first 
fingerings and gx)pings"^  
In the same way I propose to "go behind the text 
8. Graham Hough^ The Romantic Poets^ p. 167. ~~~ 
9. The Poetical Works of John Keats^ ed. H.W. Garrodj 
Introduction. 
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and study his first "fingerings and gropings" with respect 
to the ideas of images Keats got from taking an intense 
interest in painting, architecture and sculpture. The 
pervasive influence of the fine arts upon the specific 
details of Keats's odes is being studied here. 
The first and foremost inclusive sculptural 
image that comes to mind is that of the "Urn" in "Ode on a 
a, 
Grecian Urn". It is^ s^ymbol of eternity, of finished form, 
of formal, intellectual beauty in which is represented the 
beauty of phases. The images•. representating beauty of 
phases by virtue of being inscribed 6n the urn, a work of 
art:, attain permanence. The urn symbolises permanent 
elements and stands in the same category as the altar in 
Endymion and the nightingale's song in the famous ode. 
The image of the urn is also representative of 
the constant antithesis expressed in Keats's verse. The 
contrarity of things occupied his mind very much. "Life 
is a play of contraries.there is no conciliating without 
first recognizing and aceepting". The urn represents 
the contraries in the sense that it is eternal form yet 
earthbound by being the, 
"Foster child of silence and slowtime". 
10. Bernard Blacks tone y op. cit. ^  p. •^ ?. 
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It is a "Sylvan historian" as engraved in it is a 
presentation of human and natural life. Besides, it is 
adorned with figures parabolic of human life. 
The urn also represents the contrarity of things 
through the images of the sacrifice and bacchic revelry 
carved on it. The urn is an image taken from sculpture 
but interpreted in poetic terms. Keats comprehends it 
as expressive of contrarity in as much as it is silent 
yet it seems to deliver a message, "to the spirit ditties 
of no tone." It is noteworthy how an image from sculpture 
is used to substantiate Keats's philosophy of the 
contrarity of things. Bruce E.Miller in his article 
"Form and substance in 'Grecian Urn'" also remarks about 
the dialectical construction of the ode. The urn image 
represents "noise and silence, change and permanence, 
11 
passion and contemplation." 
The plastic image of the urn is also used as an all 
inclusive symbol. The sacrifice links the divine, human and 
animal kingdom. Besides, there is included side by side the 
passion of the lovers and the ecstasy of the musicians. 
The urn is also described as the "foster child of 
silence and slow time". It has been preserved by both 
silence and slow time. In the urn, Keats feels the 
11, Bruce E. Miller, "Form and substance in 'Grecian Urn'", 
Keats-Shelley-Journal. 20 (1971), 63. 
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appeal of the uncalendared past and sees it as a repository 
of the wisdom of the ages. He sees it as a representative 
of an ethereal thing. In a letter, he expresses his view, 
"every mental piirsuit takes its reaaity and worth from the 
ardour of the pursuer .,. being in itself a nothing ... 
12 
ethereal things may atleast be thus real..." 
Among the Romantics, Keats is pre-eminently a maker. 
In studying his poems therefore, we are concerned with 
growth ard form, processes and patterns. The consecrated 
urn stands as an image of finished form for Keats. By 
virtue of that fact, the image of the urn occupies a central 
position in his poetical work and in his poetic development. 
Bernard Blackstone observes that the image of the 
urn in "Ode on a Grecian Urn", "gather to itself the reson-
ance of all the urns, vases, pots and jars that stud Keats's 
13 
poetry." He feels the images of sea-grottoes, mountain-
caves, the "lucid wombs" of the winds which breathe "eolian 
magic" in "Endymion", the hollow chamber of Moneta's skull 
are all related to the image of the urn. The urn he says 
is specifically the artifact,of which the cave is the 
physical and the dome of the sky the formal analogy. They 
all bear resemblance in one aspect, in that they are all 
images of eternity. 
12. M.B. Forman, op. cit., p. 112. 
13. Bernard Blackstone. OP. cit.^ p. 330. 
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Keats uses sculpture and painting as models for 
validating his imaginative vision. The fine arts had a 
great influence upon the specific details of his poetry 
as is seen in the odes. Images are used in the odes 
which h^ _^J)een represented in sculptures but Keats uses 
them anew, shaped and formed by his imagination, 
Thfere is proof that Keats was interested in 
sculpture and that he had gone with Haydon to see the 
Elgin Marbles and was enraptured by their beauty. Besides, 
it is said that Keats made a tracing of the Sosibios v^ ase 
from a book "LesMonuments antiques du Musee Napoleon", 
where a sacrifice is portrayed. Pictures of this 
tracing done by Keats is also included by Ian Jack in his 
15 book. Keats and the Mirror of Art and by Timothy Hilton 
16 in Keats and his World. He had also seen the 'Portland 
vase' which is made of dark glass with figures standing 
out in relief. Keats had also come across Neo-attic urns, 
where figures have an air of being magically arrested at 
a moment of time. Influenced by these sculptures, the 
images in "Ode on a Grecian Um". are also described as 
standing out in relief, 
"With brede 
Of marble men and women overwrought", 
1^. CM. Bowra. The Romantic Imagination, p. 12Q. 
15. Ian Jack, Keats and the Mirror of Art, plate, XXX, 
16. Timothy Hilton, Keats and his World^ p. 105. 
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and have an air of being magically arrested at one moment 
of action, as for example the image of the lovers about 
to kiss. 
Keats might have dravn the image of the sacrifice 
from the Sosibios vase, of vhich he had made a tracing 
and also the Holland House urn which portrays a 
sacrifice. Images of bacchic revelry are portrayed in 
the Borghese and Townley vases. 
The urn is described as »'leaf-fring'd". Keats is 
here remembering a feature of urns of that tioae. They 
usiially had a decorative border of leaves and vines 
adorning the edges. Keats might have also read Kirk's 
"Outlines from the figures and compositions upon the Greek, 
Roman and Etruscan vases", "nothing can exceed the 
different borders, in simplicity, in variety, in elegance, 
17 in richness..." 
The image of the "heifer lowing at the skies" as 
18 
carved in the South Frie|e of the Elgin Marbles also 
supplied Keats with an image that lends a very pictorial, 
vivid quality to the picture of the sacrifice. On reading 
the ode, we can picture the heifer "lowing at the skies". 
Keats had gone to see the Elgin Marbles in Haydon's 
company. Vf, Sharp has written on the effect it had on 
17. Kirk. Outlines from the Figures and Compositions upon 
the Greek, Roman and Etruscan vases of the late 
William Hamilton; with Engraved borders, Introduction,p.ii< 
18. Ian Jack, op. cit.y plate XXXIII. 
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Keats, "Keats went again and again to see the Elgin Marbles 
and woiild sit for an hour or more at a time besides them, 
rapt in reverfe"^ '^  It is not surprising that this love and 
admiration led him to derive a specific image for his ode 
and also supplied the basic image of the urn, to express his 
thoughts. Keats had himself said of the Elgin Marbles, "I 
20 
never cease to wonder at all these incarnate delight." 
Keats with his unfailing eye for a beautiful object was 
inspired by this Phidian art. The image of the heifer is 
almost certainly suggested by the Elgin Marbles. It is vivid 
and beyond that almost everything is indefinite. 
Keats might have also got the idea for the image of 
the "heifer" from Poussin's painting, "The Adoration of the 
21 
golden Calf" which was at the National Gallery, London. 
Keats might have also been influenced by Josiah 
tfedgewood's vase work, the "Borghesian" vase which was 
22 popular in his day. Keats's mental image of a 
"Grecian Urn" was decisively affected by neo-classical 
ornamental ware produced so profitably by Wedgewood^by 
the end of the eighteenth century. Keats could have 
been influenced by Wedgewood reproductions, "as a table 
19. Vf. Sharp. Life and Letters of Joseph Severen. p. ^ 2. 
20. Ibid., p. 29, 
21. Anthony Blunt, Art and Architecture in France, p. 129. 
22. Dwight E. Robinson, 'Ode on a "New Etrurian" Urn* A 
Reflection of Wedgewood Ware in the poetic imagery of 
John Keats'. Keats-Shellev Journal^ 22 (1963), 25. 
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of contents of a volume of h i s verse which i s c l a s s i c a l l y 
inspired is almost indis t lnguishaMe from t i t l e s in 
Wedgewood's catalogue , as for example, "Apollo and the 
Muses", "Endymion a t Latmos", 'Marriage of Cupid and 
23 
Psyche'". 
Keats dravs images from various sculptures but the 
actual urn is of the imagination. An objective representa-
tion of the achievement of the imagination. He has seen all 
the urns. He takes an image, a feature of each and 
amalgamates all the images into one imaginary urn. As 
Douglas Bush said, "The Grecian Urn is a Cardinal example 
of combination and transmutation". 
CM. Bowrain his book. The Romantic Imagination, 
also expresses thfis same view, "In his ideal urn, he kept 
the two scenes apart, both in design and in spirit, and 
created an imaginary work of art which goes beyond the 
limitations of the marble vases which he knew from the 
illustrations of the Piranesis." ^  
The fact that "Ode on a Grecian Urn", was 
published first in the "Annals of Fine Arts" where 
generally poems are published which have been inspired 
by works of art is also to be noted. 
2^. Dwight E. Robinson, OP. cit. p. '^^ . 
2H-. Douglas Bush, John Keats ; fiis Life and Writings . D. 1^ 3. 
25. C.M. Bowra, OP. cit.^p. 130. 
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Keats returns to the Greek context and to his 
beloved image of the urn in "Ode on Indolence". The urn 
is attracting to itself psychic entities; Love, ambition 
and poetry, 
"They passed, like figures on a marble urn", 
as it later in "Ode on a Grecian urn" compresses, legendary, 
religious and human values of a more general nature. 
Usually neo-attic vases portray a single scene 
which goes round the circumference and makes a continuous 
design. Keats seems to have known this pecToliarity of 
Greek vases and has toiached upon it in this ode. The urn 
presents one continuous picture, 
"When shifted round to see the other side 
They come again ... 
The first seen shades return." 
The word "return" suggests a circular pattern going 
around the vase. 
The image of the urn also helps to emphasize the 
poet's feelings of indolence. When the urn is slowly 
turned around Love, Ambition and Poetry parade like 
'figures on a marble urn', not with voluntary motion but 
like an automatiai^ .obedient to a puppet master, 
6k 
"They passed, like figures on a marble urn, 
When shifted rotind to see .... 
They eame again; as when the urn once more 
Is shifted round, the first seen shades 
return". 
The image stresses the element of apathy, of uncontrol 
that goes with the mood of the poet. The round urn with 
its revolving panels reminds one of the earth's globe and 
the drama of life enacted in it. To Keats, this life 
hinges in the axis of love, art and ambition. 
Moreover, the "Urn" for Keats symbolises finished 
form, ultimate reality. In "Ode on Indolence", the urn 
arouses him from his lethargy, 
"To follow them I burn'd 
And ached for wings". 
but it is rejected. It is a matter of conjecture ^ /^hether 
"Ode to Psyche" was written first or "Ode on Indolence" 
but some critics like Bernard Blacks tone are of the view 
that "Ode on Indolence" was written first. If that is 
of 
so, it will be/special interest to us in considering the 
odes as a unity in the position of the two urns,at the 
beginning is the urn in "Ode on Indolence" and at the 
close in "Ode on a Grecian Urn". In the beginning the urn 
symbolising eternal reality is rejected as he wants to be 
26. Bernard Blackstone, op. clt, .,1). 319. 
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in his abject s t a t e of Indolence but in "Ode on a Grecian 
TJrn" the poet r ea l i s e s i t s worth and accepts i t for v;hat 
i t r epresen ts . 
The image of the urn i s common in Keats 's 
Endymion 
poetry. In Endymion also^vjhen / descends from the 
heavens, through the zodiac, with a h a l t in the cave of 
Purgation^ he drinks in a cup or urn , 
"And from an urn 
Still fed with mellow ice he takes a 
draught". 
In the preface to the third book of the same poem again 
the image is used, 
"Aye, 'bove the withering of old lipp'd Fate 
A thousand powers keep religious state. 
In watery, fiery realm, and airy borne 
And silent as a consecrated urn 
Hold sphery sessions for a season due". 
The urn appears to be silent but the powers and energies 
which are concentrated in the silence of the sacred form 
deliver a message and holds, "sphery sessions". This 
aspect of the urn is also insisted upon in "Ode on a 
Grecian Urn". 
The urn in "Ode on a Grecian Urn" is an invention 
of Keats's fancy. There is no urn available going with 
the description. Usually there is a continuous scene 
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and only one scene represented. This is an imaginary urn 
which goes beyond the limitation of marhle vases Keats 
knew- but the image of the urn enables him in "finding 
an adequate outward symbol for his experience, instead of 
merely talking about it." 'J 
The image of the urn is the most important and 
most inclusive of all the images taken from the fine arts. 
Rather interestingly, Keats seems to have been 
fond of the image of windows and casements. This 
architectural image is used in nearly all the major odes. 
He had all his life a fondness for windows. One 
of his fellow students is recorded as saying, "In a room 
he was always at the window peering into space so that the 
window seat was spoken of k^ his comrades as Keats's 
place." 
Keats's romantic delight in windows looking out 
over water finds expression in his letters , which can claim 
to be the revelation of his most intimate feelings. In 
March 1819 he wrote to Fanny Keats, "I should like the 
window to open onto the Lake of Geneva ... and there I'd sit 
and read all day like the picture of somebody reading."^" 
27. Graham Hough, op. cit. , p. VT\. 
28. M.R. Ridley, Keats's Graftsmanship^ p. 227. 
29. Letters. II, ^ , 
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In October 1818 there is again a reference to the window 
of his ideal room "opening on Wilander Mere." 
It is to be noticed how images of casements are 
used again and again in the poems. In "Eve of St Agnes" 
there is a description of 
"A casement high and triple arched 
there was 
All garlejided with carven imageries 
of fruits and flowers..." 
There is the focusing of light and power from the moon 
through the casements which throws upon Madeline the 
motley images of life. 
In "Ode to Psyche" also Keats refers to a 
"bright torch and a 
Casement ope at night-
To let a warm love in". 
Through the casement Psyche will openly welcome Eros. 
In the legend Cupid was obliged to conceal his identity 
from her but Keats wants them to meet openly. 
The image may be connected with Keats's feelings 
for Fanny Brawne, as he would have been able to see her 
lighted window next door at Wentworth palace. 
^0. Letters T I^ koT. ' 
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In "Ode on Indolence" a lso th i s a r ch i t ec tu ra l 
image is losed, 
"The open casement pressed a new leaved wine, 
Let in the budding warmth and t h ro s t l e s lay", 
The urn manages to rouse him for a short while into an 
awareness of the sensuous beauty around him. The 
"casement " l e t s in the joy to be found in the outside 
world, in the world of na ture . 
Keats great ly admired Claude's painting "The 
Enchanted Cast le" and there i s a descr ip t ion of the 
cas t l e with i t s magical window opening on the sea in the 
poem. "To J.H. Reynolds Esquire"* 
"The doors a l l look as if they ope 
themselves 
The windows as if latched by fays and e lves" . 
The image of casements even finds a place in 
"Ode t o a Nightingale" when three images are given to 
emphasize the fact that the song of the night ingale is 
permanent and has been heard for generat ions. 
"The same that oft- t imes hath 
Charmed magic casements, opening on the 
foam 
Of perilous seas in fairy lands forlorn". 
One is a l so tempted to in te rp re t the poet ' s 
69 
preoccupation with windovs for his longing for emotive 
communication and even extroversion. It also suggests the 
poet(s vision of transcendental reality or ultimate beauty. 
Other architectural images used are structures like 
"curves","triple arched" ,"roof"etc. 
In the first poem of I817 Keats uses the image of 
a curve, 
"The sweet buds 
Pull droopingly, in slanting curve aside". 
In "To Autumn" the fruit trees are presented as being 
loaded with ripen'd fruit, to "bend with apples". There 
is a strong earthward thrust as compared to the horizontal 
sweep of the blown hair of the gleaner in stanza two. 
In "Eve of St Agnes", the casements are described 
as ',t j?iple arch'd'; which again is an image of an 
architectural structure. 
In "Ode to Psyche", the lovers are said to be 
sitting couched side by side, 
"beneath the whispering roof 
of leaves and trembled blossoms". 
Images of architectural structures like altar, 
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temple, shrine, citadel also abound. In "Ode to Psyche" 
says 
Keats/that he will build a "fane" in Psyche's honour and 
dress a "rosy sanctuary". Both the images of architecture 
are used poetically. 
In "Ode on a Grecian Urn" the town where the 
sacrifice is taking place is described as, 
"Mountain built with peaceful citadel". 
An image of an architectural structure lends a sculpturesque, 
picturesque quality to the ode. 
It would not be out of place to comment here that 
images from the fine arts are used in an anti-thetical 
level, for example sound and silence in the urn. The urn 
is silent yet delivers a message. The windows are also 
representative of giving something and receiving something. 
Keats believed that ^vtst as sound and silence are comple-
mentary, so mortality and immortality are also complementary 
because without mortality we cannot conceive of immortality. 
Keats's circle of friends included Leigh Hunt, 
Benjamin Haydon, William Hazlitt who were all interested 
in the fine arts and had long discussions on them. They 
believed in the relationship between poetry and painting as 
expressed by Hunt, "To say ... that the poet does not 
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include the painter in his most visible creations, is to 
deprive him of half his priveleges thousands of 
images start out of the canvass of his pages to laagh at 
the assertion".^^ These discussions had a great effect on 
Keats who was also a lover of the arts and possessed a 
very visual imagination. 
Leigh Hunt: possessed prints and engravings of 
paintings which Keats had studied. Infact they discussed 
as Keats says in "Sleep and Poetry", 
"Thus I remember all the pleasant flo'^  
Of words at opening a portfolio". 
The presence of these pictures in the poems of Keats is 
very obvious and this explains the highly pictoral quality 
of Keats's odes. The painters he draws ideas for his 
images from are Poussin, Claude, Titian, Guilio Romano 
and others. "Sleep and Poetry", which was composed in 
Hunt's study makes it clear that Leigh Hunt's room with 
its pictures and its casts, meant a great deal to the 
imagination of Keats. The last sixty^ seventy llRes of 
the poem include; the description of the pictures and casts 
around, 
Keats was also very Interested in Spenser's work 
which was very pictoral. Leigh Hunt described Spenser as. 
31, Leigh Hunt, Imag!;lnatlon and Fancy .pp. 101-2, 
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The painter of the poets ... the poet of the painters ... 
he is in the hahit of soothing the senses and delighting 
his eyes by painting pictures as truly to be called such, 
as any that came from the hands of Titian and Raphael. 
He took a painter^ as well as a poets delight in colour 
and form ... writing as if with a brush instead of a pen, 
32 
and dipping with conscioiis eyes into a luxurious palette. 
The same can be said of Keats's art. He also paints pictures 
and seems to write with a brush instead of a pen as seen 
in the vivid, pictoral images in "Ode on a Grecian Urn" 
and "To Autumn". Keats's poems like Spenser's,can be 
described as. "walls glowing with colour and life,"^^ 
In "Ode to Psyche", Keats turns to the myth of 
Cupid and Psyche which had been a favourite with 
Renaissance painters from Raphael onwards. He 
refers- . to this myth in "I stood on tip-toe" also, 
"What Psyche felt, and Love, when their 
full lips 
First touched". 
Keats portrays the sensuous aspect of their love as also 
represented in paintings. 
32. Leigh Hunt's, Literary Criticism, ed. by L.H. and 
C.W. Houtchens, pp. If20-ft5. 
33. Ibid., p. Mf5. 
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Leigh Hiant also had the habit of visualizing 
mythologicsuL beings, 
"I see before me, as vividly nov as ever, 
his (Tooke's Pantheon) Mars and Apollo, his 
Venus and Aiirora ..." 3^ 
Keats by his close association with Hunt also learnt how 
to bring personifications and figures from Greek 
mythology so startingly alive as seen in "Ode to Psyche", 
Cupid and Psyche are vividly described amid a profusion of 
images of flowers and fruits, 
"I wandered in a forest thoughtlessly. 
And, on a sudden, painting with surprise 
Saw two fair creatures , couched side by side 
In deepest grass, beneath the whispering roof 
Of leaves and trembled blossoms .... 
* • • • 
Mid hushed, cool-rooted flowers .... 
Blue, silver white and budded Tyrian", 
The highly visual description owes a lot to literary works 
and to Renaissance painters. The description in 
VJilliams Aldington's translation of Apuieius's The Golden 
Ass, Mrs, Tighe's "Psyche" and the images created by 
painters were equally present in Keats's mind as he v/rote. 
Raphael had painted the story of "Cupid and Psyche" on the 
ceiling of the Famesina Palace in Rome. The lovers are 
represented as being surrounded by gloriously rich borders 
M^-. The Autobiogranhv of Leigh Hunt^ Ed. by 
J.E, Morpurgo, p. 76. 
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of fruits and flowers."^^ This influences Keats's 
description of the lovers among, 
"Cool rooted flowers, fragrant eyed, 
Blue, silver-white and budded Tyrian". 
Another famous series of paintings on this 
subject is by Raphael's pupil Guilio Romano, in the 
Palazzo del Te in Rome which might have been available 
to Keats in the form of engravings. In a painting "The 
Marriage feast of Cupid and Psyche", there is a highly 
erotic portrayal of the lovers on a couch in the open air. 
The sensuous picture attracted Keats unlike Wordsworth who 
on seeing the painting spontaneously remarked, "The Devi — 
is."^ Keats on the other hand, was attracted by the pagan 
delight of the senses just as Woriisworth was repelled. In 
the ode. as in paintings of Cupid and Psyche Keats presents 
a picture full of love and sensuousness. 
Psyche who had been newly embodied as a Goddess 
since the time of Apuleius is celebrated by Keats in "Ode 
to Psyche". Consequently, he turns to a painting by 
Luca Giordano. "The Worship of Psyche" for inspiration. 
Besides, a series of Giordano's paintings were available in 
the Royal collection in London. Keats might have got the 
35 . Ian J a c k , op . c i t . , p . 210. 
36 . Ib id .T p . 211 . 
37 . Hunt ' s Autobiography, O P . c i t . ^ I , p . 351 . 
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idea for the lines, 
"0 latest born and loveliest vision far 
of all Olympus 'faded hierarchy'T 
from this painting. 
Ian Jack also realised how greatly indebted 
Keats was to paintings. ^"Ode to Psyche" has an obvious 
geneology, literary and pictoral, there does not appear 
to be any one painting which supplies all the details for 
,f38 
Keats's description of Cupid and Psyche.' 
Keats painted his own pictures, "taking hints -
as a good poet and painter will usually do from any 
39 predecessor whose work appealed to him," There is 
enough evidence that Keats followed this procedure. 
Lessing and Haydon said of paintings respectively, 
"Painting can only make use of a single instant of actio^ J, 
and must therefore choose the one which is most pregnant, 
and from which what proceeds and what follows can be most 
easily gathered."^ Haydon expressed another aspect of 
this method used in painting, "The great principle of 
composition in painting is to represent the event, doing 
1+1 
and not done ...." Paintings inspired Keats so much that 
^8. Ian Jack, OP. cit.^ P« 212. 
39. Ibid., p. 213. 
M-0. G.E. Lessing, Laokoon and How the Ancients 
represented Death, pp. 91-92. 
M-1. Haydon's. Diary. II, p. 215-16. 
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he follows the same method of composition as in a painting. 
In "Ode on a Grecian Urn", the images of figures engraved 
on the urn are presented in the "act of doing" as for 
instance the lovers are about to kiss. This method is also 
admirably suited to the subject which is an object of art. 
This has led Douglas Bush to comment that, "the poem has in 
harmony with its subject and some of its sources, a 
plastic, sculpturesque quality which distinguishes it from 
the other odes."^^ Keats has immortalized one moment, be 
it the lover's about to kiss or the sacrifice as memorably 
as in a painting. 
In^ct it is to be noticed that in all the poems, 
as for example in "To Autumn", "Ode to a Nightingale", 
"To Psyche", "Ode on Indolence" and "Hyperion" the images 
of figures presented are statuelike, and Keats immortalizes 
one moment in them. In "To Autumn", the personified 
figures of Autumn are still. In "Ode to a Nightingale" 
the image of "Ruth" and again in "Ode on Indolence" the 
three figures of Love, Ambition and Poesy are statuelike. 
In Hyperion Book I. Saturn is presented as, 
"quiet as a stone. 
Still as the silence round about his lair". 
Nancy M. Goslee in her article. "Plastic to Picturesque: 
^-2, Douglas Bushy OP. cit^^ P- l^- ' ' 
77 
Schlegel's analogy and Keats's Hyperion poems", says that 
"these figiires are statuelike, rigid .... the personal 
actions involved ... seem only a process of envisaging 
and embracing this statis." 
Recollections of Poussin's painting of Bacchanals 
might have influenced Keats in presenting the picture of 
revelry in "Ode on a Grecian Urn". Titian's portrait of 
'Bacchus and Ariad.I.-ne' may have influenced him also. 
The pictoifel details of the image of sacrifice 
portrayed in the urn suggests a recollection of Claude 
Lorraine's painting, 'Lahdscape of the Father of Psyche 
sacrificing at the Milesian Temple of Apollo' which was 
exhibited at the British Institution in 1816. Keats had 
also seen Claude's "Sacrifice to Apollo". In the poem 
"To J.H. Reynolds Esq", Keats describes a sacrifice 
while listing some agreeable subjects of contemplation, 
"The sacrifice goes on; the pontiff knife 
Gleams in the sun, the milk white heifer lows, 
The pipes go shrilly, the libation flows" 
(20-22) 
Keats was familiar with Claude's other paintings also. He 
says so himself in a verse letter to Reynolds of 25th March, 
1818, 
^3. Nancy M, Goslee, "Plastic to Picturesque: Schlegel's 
analogy and Keats's Hyperion poems", Keats-Shelley Journal. 
30 (1981), 118. - " "^ '^ -
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"You know I am sure, Claude's Enchanted 
Castle and I wish you may be pleased 
with my remeraberance of it." ^ 
Keats might have got the idea for the image 
from Raphael's cartoon of 'The Sacrifice at Lystra', 
which showed a temple outside the city, an assembled 
crowd, a priest, a garlanded victim. The picture was 
exhibited at the British Gallery during that spring and 
Haydon had published an essay on it in "The Examiner" 
(May).^^ 
The image of the town, "Mountain built with 
peaceful citadel" bears a particularly fine resemblance 
with Claude's painting, 'View of Delphi with a Procession'. 
1+7 
A mountain citadel can also be seen in Poussins "Aut-omn". 
14-6 
Processions were quite often portrayed in paintings 
of Claude and Poussin, Keats presents the same image in his 
ode. In Endymion too. a procession is described, 
"Leading the way, young damsels danced along, 
next, well trimm'd, 
a crowd of shepherds with as sunburnt looks 
As may be read of in Arcadian books; 
Now coming from beneath the forest trees, 
a venerable priest full soberly ..." 
hk. Letters, I^ 259. ' 
h5, Douglas Bush, op. cit.^ p. ^hh, 
hS, Ian Jack, O P . cit.^ plate XXXIV. 
h7. Ibid., plate XXXIX. 
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From the numerous instances given it is clear that. 
"Conceptions of Claude, Poussin and other painters 
kg 
fermented in the imagination of Keats" and he used them 
in various contexts very admira*)ly, shaped hy the 
extraordinary visual power of his imagination. 
All the major odes of John Keats "To Autumn", 
"Ode on a Grecian Urn" and "To Psyche" are like pictures 
and so markedly visual. His poems can aptly be termed, 
"verbal paintings". 
The fact that Keats automatically associates 
paintings with life, his feelings, his poetry is seen in 
his letter to Reynolds from Winchester in September 1819^  
when he comments on the season of Autumn that led him to 
compose the ode, 
"Ho^ w beautiful the season is now - how fine the air ... 
I never lik'd stubble fields so much as now ... somehow 
a stubble plain looks wqrm ... just as a picture looks 
warm". ^ 
The warmness of the season as perceived by Keats in real 
life is immediately associated with the warmness present 
in certain pictures and paintings. This shows Keats's 
interest in paintings and coupled with the presence of 
^-8. Ian Jack T OP. cit. . T). 2P1. 
^9. Letters. II, 16. 
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ample proof that he was in touch with works of painters, 
we can come to the conclusion that Keats derived the 
imagery for his poems from paintings also. 
"To Autumn" also bears resemblance to certain 
paintings Keats had known. Poussin's painting 'Dance to 
the Mask of Time' in which the four seasons are shown 
holding hands and dancing to music provided by Father Time 
influehces Keats in the sense that, the general mode of 
proceeding owes a lot to it. Here alternative personifi-
cations and figures of Autumn are presented and the 
different aspects of the season of Autumn are picture* in 
its 
the images, as for example that of/fruition, its music. 
Guilio Romano's "Psyche asleep among the Grain", 
might have influenced Keats in presenting the image of 
Autumn, 
"Sitting careless on a granary floor" 
The representation of harvesters sleeping at mid-day is 
a common feature of paintings of Autumn. 
In Poussin's painting, "Autumn: the Grapes of the 
Promised Land", there is prominence given to grape harvest 
and there is a clear representation of a figure of a girl 
carrying a basket. Keats admired Poussin's paintings, he 
8i 
might have got the idea for the image of the gleaner and 
cider-maker from this , 
"Sometimes like a gleaned thou dost keep 
Steady thy laden head across a brook". 
and 
"By a c i de r -p r e s s , with pat ient look 
Thou watchest the l a s t oozings hours by 
hours". 
In this painting of Poussin the fulfillment of Autumn is 
pictured as in the 'Ode' by Keats. 
A thing to be noticed in "To Autumn" is that the 
images presented, especially in the second stanza three of 
the four images presented are completely inactive. It is 
we, the readers who begin to move, to "seek abroad". We 
view the images presented in the ode as we would view a 
painting. It is we who move, our eyes move as when we 
view a landscape painting from one part to another in such 
a manner that one finally becomes aware of the unity of the 
scene depicted. The ode first presents images signifying 
abundance of vegetation, the next stanza presents images of 
activity of human beings appropriate to the season and the 
last stanza, the sounds of Autumn. We pass from one image 
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to another and later become aware of all the Images 
forming a totality. It is worth nothing that no image is 
superfl|»us. and "To Autumn" is like a picture in writing. 
Keats's creative imagination was such. Of course his 
interest in the fine arts and paintings heightened his 
imaginative sensibility. 
In "Ode to a Nightingale" also images have been 
taken from paintings. To say that the nightingale's 
song has been heard through generations three images are 
used, that of Emperor and Clown, Ruth and 'Charmed magic 
casements." 
"The voice I hear this passing night was heard 
In ancient days by emperor and clown." 
It is known for a fact that "King Lear" had a profound effect 
on Keats's sensibility. It is probable that the stanza 
begins '^ with a recollection of Benjamin West's painting 
on "King Lear", then by association moves on to another 
picture of suffering in Poussin's "Summer or Ruth and Boaz"^ 
with its memorable portrajial of Ruth, 
"Perhaps the self-same song that found a path 
Through the sad heart of Ruth, when, sick 
for home, 
She stood in tears amid the alien corn." 
^0, S.K. Swaminathan, 'Keats and Benjamin West's 
"King Lear"', Keats-Shellev Journal. 18(1969), I6. 
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For the t h i rd image used to e s tab l i sh the permanency of 
the n igh t inga le ' s song, Keats i s indebted to Claude 
Lorra ine ' s "The Enchanted Cas t le" , 
"The same tha t oft- t ime hath 
Charmed magic casements, opening on the 
foam 
Of perilous seas forlorn." 
This painting had impressed Keats greatly as can be seen 
in the verse letter to Reynolds, 
"You know, I am sure, Claude's Enchanted Castle and I 
wish you may be pleased With my rememberance of it".-^  
The "genesis of the picture with the magic casements is 
Claude's 'Enchanted Castle'."^^ The salient features of 
this picture is a castle by the sea^  with plenty of 
casements, 
"You know the Enchanted castle- it doth stand 
Upon a rock on the border of a lake 
Nested in trees." 
In the painting though, the seais are not perilous, Infact, 
if we transfer Claude's castle with its atmosphere of 
magic to the setting of Mrs Radcliffe's "Castle of Athlin", 
we have the complete picture. This is the magic of Keats's 
presentation, 
51. Letters. I. 259. 
52. M.R. Ridley, Keats's Craftsmanship, p. 228. 
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In the same ode "the Ode to a Nightingale" 
Keats rejects the aid of wine and longs to escape with 
the nightingale on the "viewless wings of Poesy". In 
saying this he uses the image of chariots, 
... "For I will fly to thee, 
not charioted by Bacchus and his pards". 
Bafichus, the God of wine is always represented in 
paintings as comiiig in a chariot. Titian's painting 
'Bacchus and Ariadne' is one case in point. 
From the numerous instances given we can come to 
the conclusion that Keats "uses a painting or a work of 
sculpture as a springboard and for his imagination." 
He studied and used the sister art of painting, not to 
describe a particiaar painting in his verse but to 
sharpen his perception and to increase the range and 
power of his description of the visible universe. 
Music also provides some revealing images in 
Keats's odes. He was very interested in music and is 
said to have told Bailey that, "had he studied music, 
he has some notion of the combinations of sounds, by 
which he could have done something as original as his 
poetry" , Not surprisingly images from music finds a 
'?^ . Ian Jack, OP. cit.^ p. 221. 
5^. The Keats Circle, ed. Hyder E. Rollins, II, 278. 
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place in the Odes. 
In Endvmlon. a musical image is equated with the 
processes of growth and flowering. 'Delicious symphonies, 
like any flowers' greet the resuscitation of the dead 
lover in Endvmion III. 
"Declicious symphonies, like airy flowers. 
Budded and swelled, and full-hlown, shed 
full showers 
Of light, soft, unseen leaves of sounds 
divine." 
(798-800) 
Just as in "Ode to Psyche" successful love is equated 
with images of flowering. 
Music and form are made to equate in "Ode on a 
Grecian Urn". The urn by its very art, by the power 
concentrated within its consecrated form speaks a 
language to the 'spirit ditties of no tone', even though 
it appears silent and inanimate. This language is more 
profound than ordinary speech. To say this, imagery from 
music is used, 
"Heard melodies are sweet, but those unheard 
Are sweeter". 
Keats feels the engraving on the urn express- thoughts 
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more ably than verse. 
The concept of the music of time and eternity 
also arises here. In the 'Grecian Urn' the music of time, 
temporal music has suffered a transportation into 'the 
toneless ditties' of eternity. For Keats, music is 
associated with eternity. It is a symbol of eternity. 
In a journal letter of December. 1818,Keats 
had commented about engravings from the frescoes in the 
Gampo Santo at Pisa, "Even finer to me than more 
accomplished works — as there was left so much room for 
Imagination."^^ In the same way, the urn which is also 
a work of art is capable of communicating although it 
appear silent. The imagery from music used expresses 
Keats's thought more profoundly. 
Keats presents sound as silence as complementary. 
On learning to listen to silence means, arriving with 
Endymion at a point when, 
"To his capable ears 
Silence was music from the holy spheres". 
The urn's "silent form" too delivers a message and what 
more suitable way to express it but by the use of imagery 
55. Letteri7 II, 1Q. ~~~ 
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drawn from music ? Keats also rea l i sed t h i s . About 
music and s i lence being complementary, Wordsworth 
expressed the same belief in MSLHS^lOS^Ali 
"Music of f iner tone; a harmony 
So I do c a l l i t , though i t be the hand 
of s i l e n c e , though there be no voice". 
(710-12) 
Just as sound and silence are complementary, mortality 
and immortality are complementary because without 
mortality we cannot conceive of immortality. 
Images from music also finds a place in "Ode to 
a Nightingale". The song of the bird itself and its 
effect on the poet's thoughts is the subject of 
contemplation. For a moment Keats manages to escape into 
the ideal world. To describe this, natural images are 
used and very naturally an image from music is also used, 
"The murmurous haunt of flies on summer eves", 
The nightingale song is described as a "requiem", a term 
from music, a type of song. 
The last stanza of "To Autumn" can almost be 
described as a choric song with the variety of natural 
sounds imaged. The gnats mourning is described with an 
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image drawn from music, 
"In a wailful choir the small gnats mourn". 
The image of "Choir" is also used in "Ode to Psyche". 
Ofcourse in this case, devotional music is alluded to. 
In "To Autumn" , the "wailfiil choir" of the gnats 
is described in terms of a wavering musical rhythm, 
".... borne aloft 
or sinking as the light wind lives or dies". 
The undulating movement of the sounds is in strong contrast 
to the earthward thrust in the first stanza and the wide 
horizontal sweep of the blown hair in stanza two. Afterall« 
Keats had in mind the image of music whose movement is 
undulating as perceived by a listener. 
Association in the process of composition 
characterizes Keats's art. He is a poet painter. Many 
of the images are so vivid that they suggest a definite 
picture to our mental eye. The natural association of 
literature and painting is a clue to Keats's poetry. In 
the pictoral quality of his verse, heightened by the 
fact that he used the fine arts for validating his 
experiences Keats anticipates the Pre-Raphaelites. 
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To Keats . poetry is a joy forever^ "a joy wrought 
out of sensation as exquisite as Coleridge's, by sin 
56 imagination not weird or mystic but plastic and pictoral". 
56. Bernard Blackstone. op. cit^^ p. A'kTT 
CHAPTER IV 
IMAGES FROM DISEASE AND DOMESTIC LIFE 
In the poems of John Keats and in the Odes in 
particular, Life, Reality and Immediate experience plays 
a great part. Time and again, he tries to escape into the 
world of eternity leaving the real world far behind but he 
ultimately always returns to reality, a "journey homeward 
to habitual self "J He knows that he is "earthward 
pressed". This constant endeavour to escape, its 
attainment for a short while and the final overpowering 
awareness of the world of reality breaking into his 
reverie is. the general pattern of the thoughts expressed 
was 
in the Odes. It is obvious that Keats/unable to forget the 
real world and that its awareness dominated his thoughts, 
providing also a source for his imagery. He uses images of 
disease: , drinking of wine, bride and virgins to name a 
few. "The elements of his art penetrate his life, 
transmute it and are transmuted by It",-^  
Keats is also a very subjective poet and gives 
expression to his moods of indolence, melancholy, of 
excitement on hearing the song of the nightingale. In 
1. Endymion, II, L. 26. 
2. "Hence Burgundy, Claret and Port", L. 20. 
3. Bernard Blackstone, The Consecrated Urn: An 
InternretatIon of Keats in Terms of Growth and Form. 
p. 213. 
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keeping withttie subject, images from familiar, domestic 
life abound. 
Keats had suffered a lot in real life facing 
poverty, illness, unrequited love and partings from his 
near and dear ones. He "had far fewer advantages of 
eircunBtances than any other Romantic poet". At the 
time of writing "Ode to a Nightingale" and the other odes, 
Keats needed little reminding that the world is "floll of 
misery and heartbreak, pain, sickness and oppression". 
It was only a few months after the death of his brother 
Tom from tuberculosis, a painful and distressing illness. 
The ode is a contrast between his own immediately 
experienced happiness in the birds song, his imaginative 
participation in an untroubled natural life and the less 
immediate but more enduring knowledge of sorrow. Not 
surprisingly, the images drawn from his domestic life to 
describe the real world as he saw it has sad overtones and 
is expressive of suffering and pain, 
"The weariness, the fever, and the fret 
Here, where men sit and hear each other groan" 
(III, 23-2lf) 
Later, these images of suffering taken from the world of 
reality as Keats saw it, aided him in expressing his idea 
M-. Graham Hough, The RomantiQ Poets, p. 1^8. 
5. The Letters of John Keats^ ed. Hyder E. Rollins,!, 156. 
Hereinafter cited as Letters 
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of the^ "Vale of Soul Making", "There may be intelligences 
or sparks of the divinity in millions -^ but they are not 
souls till they acquire identitiles. (... where the heart 
must feel and suffer in a thousand diverse ways). Do you 
not see how necessary a world of Pains and troubles is to 
schoal an Intelligence and make it a soul?". Keats felt 
the necessity of harsh experiences, pains and troubles for 
the achievement of identity, character and a "Soul". As 
that of Apollo attaining a tragic vision of beauty, the 
beauty born of the knowledge of suffering, "That vision 
furnishes the ground or background, indeed it is the measure, 
of the greater odes.""^ Keats accepts pain and suffering as 
necessary and even allows it to affect the choice of imagery 
to depict the real xrorld as a place where love is short-
lived, where disease and death are rampart. 
"VJhere Beauty cannot keep her lustrous eyes, 
Or new Love pine at them beyond tomorrow". 
Keats drew images for his poems, to express his 
thoughts from a variety of sources, nature, art and 
architecture, music, from literary works he had read 
and last but not the least^from his domestic life and the 
world of reality as he saw it. For a poet v/ho is so much 
6. Letters^ II, 102. ' 
7. Douglas Bush, John Keats : His Life and Writings, 
r). l6. 
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a poet of the world, it is not surprising that he draws 
his imagery from his domestic and daily life. It is to 
be noticed that of the images drawn from his life, those 
drawn from diseases dominate. This is because of the fact 
that as pointed out earlier, disease and early death ran 
in his f&ally, Not surprisingly, we see that images 
drawn from diseases like fever, palsy are used in the Odes 
to describe the world of reality, its "fever and fret" and 
the transcierxje of love. The images of diseases used, are 
the natural outcome of the psychological working of his 
mind. But ofcourse they have been imaginatively used. 
Disease images used so frequently in the Odes are 
also the result of Keats's study of medicine. He had 
imdergone training and even worked as an apprenticeship for 
sometime. This interest in medicine remained with him and 
images of disease is the outcome of this interest. There 
is another instance wherein Keats's medical training has 
supplied a very expressive image as we see in "Ode to 
Psyche" when Keats uses the image of the, 
"wreathed trellis of a working brain". 
Obviously, he owes this image to his knowledge of the 
structure of the human brain." 
8. Charles W, Hagelman. "Keats's Medical Training and the 
last Stanza of the 'Ode to Psyche'' , Keats-Shellev 
Journal^ 11 (19^2), 73-78. 
9^ 
The Imagery of disease and hea l th Is prominent In 
Keats 's verse . For Instance, "sweet dreams, and hea l th 
and quiet breathing" open the l a t e r Endymion. On Endymion's 
marriage night heavenly influences r a in down upon the ea r th , 
"The breezes were ethereal, and pure. 
And crept through half closed lattices to cure 
The languid sick: it cool'd their fever'd sleep 
And soothed them into slumbers full and deep." 
Again in Book III image of fever is used, 
"My fever'd parchings up, my scathing dread 
Met palsy half-way: soon these limbs became 
Gaunt, wither'd, sapless, feeble, cramp'd 
and lame". 
(636-38) 
In "Ode to a Nightingale" a l so , t© depict r ea l l i f e 
images from palsy and i t s effect on youth i s used. I t i s 
highly visual and poignant as Keats had seen h is own 
brother going pale and emaciated and l a t e r even succumbing 
to the d i sease . The memory of t h i s loss i s s t i l l fresh in 
Keats ' s mind as he wrote th is ode. 
"Fade far away, dissolve and qui te forget 
• • • • 
The weariness, the fever and the f r e t 
Here, where men s i t and hear each other groan; 
Where palsy shakes a few, sad, l a s t gray h a i r s , 
'^fhere youth grows m l e , and spec t r e - th in , and dies 
The image echoes Wordsworth closely in 'Tintern Abbey', 
"The f r e t fu l s t i r unprofi table 
And the fever of the world". 
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The poetic picture firmly establishes as Douglas Bush 
said, "the criterion of reality that conditions the whole 
9 
po em". 
Images of disease and death abound in the Odes. 
For Keats, l iv ing was a continual tension between growth 
and decay. This idea is pecul iar ly exp l i c i t and impl ic i t 
in the work of Keats, because for him, as for his brother 
Tom, the process had to be so incredibly foreshortened. 
His premonition of an early death, so often expressed also 
brought into his mind the thought of disease and death and 
therefore the imagery. His a t t i t u d e is c lear ly re f lec ted 
in the sonnet of February-April I8 I9 , "Why did I laugh 
tonight?" , 
"Verse, fame and Beauty are intense indeed 
But death intenser — Death in L i fe ' s high meed". 
Keats also uses images of ' fever ' and "paleness" to 
depict love in the rea l world. This a t t i t u d e to love is a 
r e s u l t of the suffering and heartache he had to undergo 
due to his unrequited love for Fanny BraWne. By the time 
Keats was wri t ing the Odes ,Fanny Brawne had cooled towards 
hira. Enraptured as he was by his love for Fanny, he was 
not spared the agonies of f r u s t r a t i o n and jealousy. His 
torments were heightened by h i s weakening physical condit ion. 
9. Douglas Bush, op. ci t . . p . 1 "^^ ' 
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His experience of love which was so taxing on him moves 
him to describe love by using images of fever . 
"That leaves a heart high sorrowful and cloyed, 
a burning forhead and a parching tongue". 
The feverishness of sexual passion i s alluded to here . I t 
i s i n t e res t ing to note t ha t i n a l e t t e r to George and 
Georgiana he describes his experience at seeing a beautiful 
woman in terms of ' f e v e r ' , " I never forget you except a f te r 
seeing now and then some beaut iful woman — but t h a t i s a 
fever" . The b io logica l approach to love comes na tura l ly 
to Keats not only as a student of medicine but a lso because 
he was a highly sensuous poet. 
Jus t as fever leaves one weak and pa le , love for 
Keats also had the same e f fec t , on human beings suffering 
from unrequited love. This idea is seen in the images of 
disease he uses . In the poem. I sabe l l a ; o r , The Pot of 
Bas i l , I s abe l l a , not seeing her lover becomes th in and 
e.maciated, 
"Until sweet I s a b e l l a ' s untouched cheek 
Fe l l s ick within the rose's j u s t domain, 
Fel l th in as a young mother ' s , who doth seek 
By every l u l l to cool her i n f a n t ' s pain". 
( 33-36 ) 
The Kings and princes who were duped in 
10. Let ters . I I , 21. 
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"La Belle same Sans Merci" are "haggard and woe-begone#. 
They are described as being "death-pale". 
Keats, as he experienced love. found it too taxing 
on himself. In the odes it is a- cynical Keats who is at 
work. The same man who had written to George and Georgiana 
Keats in his journal letter of the 17-19th of September, 
1919, "Nothing strikes me more forcibly with a sense of the 
ridiculous as love — A man in love I do think cuts the 
11 
sorry est figure in the world". In August 1819^ in a 
letter to John Taylor he expressed similar feelings, 
"I equally dislike the favour of the public with the love 
of a woman — they are both a cloying treacle to the wings 
1 2 
of independence". In considering Keats, whose life is so 
closely integrated with his art we cannot overlook the 
"sexual strife" which occupies a prominent place in his 
life and writings. "Much of the turbulence, the anguish, 
the questionings ... spill over into the intrinsically 
calmer Lake of the great odes"^3 ^nd affect the choice of 
imagery. 
In "Ode on a Grecian Urn" love is described in 
the ideal world, as represented in art as "warm and panting' 
whereas love in the real world. 
11. Letters. II^ 1 ^ ~ 
1 2 . I b i d . , p . il+lf. 
13. Bernard Blackstone, op. c l t . . p . 309. 
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"Leaves a heart high-sorrowful and cloyed, 
a burning forhead, and a parching tongue' . 
The ideal world of the imagination i s given snunexpected 
s t rength by the comparison. 
An image of d isease is also used to describe 
ambition as in "Ode on Indolence". The poet in an indolent 
mood perceives three f igures passing by, Ambition appears 
to him a s . 
"pale of cheek 
and ever watchful with fatigued eye". 
The image of d isease i s very apt to describe ambition 
because to r ea l i s e ambition one has to scorn del ights and 
l ive laborious days, hence pa l l id cheeks. Keats says 
Ambition, 
"Springs 
From a man's l i t t l e h e a r t ' s short f e v e r - f i t " . 
He implies through the images of fever that men's passions 
are shor t - l ived . The phrase " feve r - f i t " may be suggested 
by Macbeth (who '-fas ambitious) on Duncan's death, 
"After l i f e ' s f i t f u l fever he sleeps well" ' '^ 
( I I I , I I , 23 ) 
m-. The Poems of John Keats, ed. Miriam Al lo t t ^ p. ^^^3. 
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In the sonnet "Fame like a Wayvard girl will 
still be coy", Keats describes poets as, 
"Ye lovelorn artists, madmen that ye are". 
(1, L.12) 
This image expresses his concept of the fine poetic-frenzy 
of poets. The image of fever is also used in another 
sonnet to fame "How fevered is the man who cannot look", 
"How fevered is the man who cannot look 
Upon his mortal days with temperate blood". 
We notice that Keats uses images of fever and disease to 
describe ambition and for persons who are in pursuit of 
ambition without being "temperate". 
As pointed out by D'Avanzo, in the "Ode to a 
Nightingale" images of "fever" and "palsy" speak 
"metaphorically of the debility and inevitable death of 
15 the poetic imagination unable to sustain its vision." 
This interpretation of the images will apply, if we 
accept that the poem traces "the inception, nature and 
16 
defiline of the creative mood." 
Keats uses images of disease frequently and very 
imaginatively to express his thoughts. The image of 
"fainting" is not left out. This image is used in "Ode 
15. Mario L. D'Avanzo^ Keats's Metaphors for the -poetic^  
imaginationT p. 175. 
16. Miriam Allott, OP. cit., p. 52h. 
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t o Psyche' 
"I wander'd in a fores t thought less ly , 
And, on the sudden, f a in t ing with su rp r i s e , 
Saw two f a i r c r ea tu re s , couched side by s ide" . 
Keats used the same image of ' f a i n t i n g ' e a r l i e r in 
Endymion : A Poetic Romance, to depict e ro t i c romantic 
fancy, 
"All earthly pleasure, all imagined good. 
Was the warm tremble of a devout kiss — 
Even then, that moment, at the thought of this, 
Fainting I fell into a bed of flowers, 
And languished three days". 
(IV, 7^3-^7) 
The images derived from disease add to the v i s u a l , 
p ic to ra l qual i ty of the poems. As for ins tance , in "Ode 
to a Nightingale", 
"Where men s i t and hear each other groan; 
Where palsy shakes a few, sad, l a s t gray ha i rs 
Where youth grow pa le , and s p e c t r e - t h i n , and 
d i e s " . 
and again in "Ode on a Grecian Urn", 
"a heart high sorrowful and cloyed, 
A burning forhead, and a parching tongue". 
We can almost see the picture before our eyes. So strong 
is the appeal of the poignant, visual images. 
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It would not be out of place to mention here 
that when the nightingale in the "Ode to a Nightingale" 
is described as singing in "full-throated ease", it 
becomes even more poignant when we realise that Keats was 
frequently suffering from sore-throat during the previous 
six months. This is supposed to be a symptom of 
consumption. 
These expressions taken from disease and death 
seem inevitable in the poems as we read them. It is 
interesting to see that Keats chooses this sequence of 
treatment over and over again and manages to convey what 
he is trying to say imaginatively and expressively. 
Drinking is obviously a matter of everyday life 
and it was one of Keats's avowed indulgences. Accordingly, 
this image provides poetic beauty in his poems. His 
letters bear ample proof of his delight in drinking. So 
not surprisingly images from drinking and drugs are 
cmmmonly iised. 
In a letter to George and Georgiana Keats in 
America Keats writes 
"I like Claret : whenever I can have 
Claret I must drink it ... 'tis the only 
palate affair I am at all sensual in". 17 
17. Letters. 11^ 61+. ' 
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In May, I819 Keats had also written to Fanny Keats about 
his longing for 'Claret*, 
"... please heaven, a little Claret-wine 
Cool out of a Celler a mile deep". 18 
Haydon tells us how Keats once conered his tongue 
and throat as far as he could reach with cayenne pepper, 
19 in order to appreciate the delicious coldness of Claret. 
Such an intense interest in drinking naturally led Keats 
to use images of drinking in his poems. 
In Endymion ; A Poetic Romance wine is described 
as "enlivening" everyone, 
"But all were soon alive. 
For as delicious wine doth, sparkling, dive 
In neetared clouds and curls through water fair, 
So from the arbour roof down swelled an air 
Odorous and enlivening". 
( 11 , 510-1»+) 
In "Ode to a Nightingale", the longing to escape 
with the bird in to the vrorld of e t e rn i t y and the craving to 
share ful ly in the b i r d ' s song suggests recourse to wine 
which is very vividly and poet ical ly expressed. This l e t s 
in a stream of images of wine and dr inking, 
'Oh, for a draught of vintage that hath been 
Cooled a long age in the deep-delved ear th , 
l5. Lett"ers, II ^  %. 
19. Keats : The Critical Heritage^ ed. G.M, Matthews, 
A rich Intellectual Foundation, pp. 375-76. 
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Tasting of flora and the country green 
Oh*, for a beaker full of the warm south, 
Full of the true, the blushful Hlppocrene, 
With beaded bubbles winking at the brim, 
And purple-stained mouth." 
He thinks the drinking of wine will bring about 
forgetfulness. The images of drinking "beaded bubbles 
winking at the brim", "purple-stained mouth", "blushful 
Hlppocrene" are very pictoral and add to the beauty of the 
Ode. 
The images of v/ine can also be interpreted as a 
metaphor for poetry. Afterall in "Ode to a Nightingale" 
Keats traces the 'inception, nature and decline of the 
creative mood'. The intoxicating effect of wine allows a 
20 
man's fancy a temporary release. "It makes him a Hermes." 
The longing for a draught of fintage expresses a desire for 
the state of impassioned, unpremeditated utterance like 
that of the nightingale. D'Avanzo in his book Keats's 
Metaphors for the Poetic Imagination also agrees \«/ith this 
view, "One of Keats's avowed indulgences, the drinking 
21 
of wine, is also a metaphor for poetry". Perkins also 
noted correctly that wine is explicitly associated ^ rith 
?? poetry at one time or another. As wine stimulates poetic 
flow Keats longs for it. 
20. Letters ^  II, 6^ . 
21. Mario L. D'Avanzo, op. cit. , p. 108. 
22. David Perkins, The Quest for Permanence, p. 2^9. 
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Wine is called "blushful Hippocrene" denoting the red 
colour and suggesting the flush of excitement by being 
inspired by Hyppocrene . the fountain in Helicon, the famed 
mountain oftiie Muses. The madness of the grape is the 
madness of the poetic frenzy. Keats, through imagery of 
wine, expresses his desire for intense poetic stimulation. 
In "Ode to a Nightingale", the imagery of drinking 
and vine also sustains the "contrast between what is and 
what ought to be". Wine is an aid to forgetfulness of 
the world in its sinister aspect of "weariness, fever and 
fret". Xhis is the aspect that Keats has really known, 
he has only imagined about the "Provencal Song and 
simburnt mirth". 
The image of wine, "beaded bubbles winking at the 
brim " suggests the wines's sparkling freshness. This 
image is used in Endymion ; A Poetic Romance also, 
"Here i s wine, 
Alive with sparkles - never, I aver . 
Since Ariadne was a v in tage r . 
So cool a purple" 
( I I , hhuh) 
The "beaded bubbles" also suggest eyes and together with 
the image of the "purple stained mouth" transforms the 
beaker and its contents into the personification of 
23. Bernard Blackstone, OP. cit.. p. 325. 
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Bacchijs. The Image, "purple-stained mouth", is a Bacchic 
image signifying the growing exilaration of the drinker. 
It is obvious that the images he takes from real 
life like drinking and disease are from "felt experience", 
ones he had felt^experienced and lived. This is 
understandable since Keats is a poet who attached tremendous 
importance to felt experience. He positively resented 
intellectual truths which made demands upon the mind v/ithout 
being verifiable in immediate experience, "Axioms in 
philosophy are not axioms until they are proved upon the 
pulses. We read fine things but never feel them to the 
full till we have gone the same steps as the author". 
That is to say, one Judges the validity of an idea or image 
not merely by testing it on the intellect but by testing 
it on the feelings. When Keats said, "ofi, for a life of 
sensations rather than of thoughts I "-^ he meant the 
emotional experience and intense sensory experience. We 
may rephrase the statement to read, "0 for a life of 
immediate experience rather than ideas". 
Other images drawn from domestic life are 
commonplace images of Brides, Virgins, Child, Woman, 
Youths and Maidens, They are all simple images but Keats 
2h, Letters, I, 279. 
25. Ibid. .T,185. 
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by the magic of his art transforms them and uses them 
with commendable suggestivity. 
In "Ode on a Grecian Urn"- images of a bride and 
virgins are used to describe an inanimate object, a work 
of art, 
"Thou still unravished bride of Quietness". 
j^t first, glance it comes as much of a surprise as both 
the images and the Grecian urn. are from two different 
worlds. Delving deeper into the matter, we notice that 
the image is very suggestive. The urn is unravished by 
time so the image of "unravished" is appropriate as also 
"bride of quietness". The urn, an object of art is silent 
and wedded to silence. The virginal quality of the urn is 
linked with the virgins on the frieze, 
"She cannot fade, though thou hast not thy bliss". 
and "still to be enjoyed". 
The first stanza sets out a situation mysteriously and 
provokingly. The opening image is a challenge to our 
attention. In calling the urn an "unravished bride of 
quietness" Keats goes to the heart of the experience which 
concerns him. In a noisy, changing world here is something 
beyond sound and change. The image makes us aware that 
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ve are brought to an order of things remote from our 
usual life. 
The image of a "Child" is also commonly used by 
Keats in his poems. In "Ode on a Grecian Urn" the urn 
is referred to as the , 
"Foster-child of silence and slow time". 
AS in the use of the image of bride, the child image is 
also used for an inanimate object but with a purpose. 
Keats uses the image to say that the urn is silent and is 
not subject to time. It is to be noticed that the image 
of "foster-child" is used. This reflects the greatness of 
Keats's art. The urn is called a "foster-child" as 
silence and time have not created it, so the urn is not 
there actual child. They have kept and preserved the 
work of art so it is a foster-child. 
In "Ode to a Nightingale" also the same image of 
a "Child" is used. On hearing the song of the nightingale 
Keats manages to escape for a while into the ideal world. 
In this context, to describe the flowers "which the 
seasonal month endows", Keats says of 
"Mid-May's eldest Child". 
(V, 8) 
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He refers to the first flowers that bloom in May and 
therefore uses the image of the "eldest child" of Mid-May. 
Another image from daily life that is used 
frequently is the image of Woman, the maternal, feminine 
archetype, k woman created havoc in Keats's life as she 
mattered to him. In his letters to Fanny Brawne , Keats 
is emotional and sometimes even hysterical. We watch 
a passion warping a sensibility. He was desperately in 
love yet at the same time, viewed it as self destroying. 
is 
This/in keeping with Keats's nature that he was always 
aware of the contrariness of things, even love. "Ask 
yourself my love, whether you are not very cruel to have 
so entrammeled me, so destroyed my freedom". He viewed 
love as self-destroying but at the same time was also aware 
of his intense, overpowering feelings for Fanny Brawne. 
As said earlier, this "sexual strife" occupied a 
predominant place in Keats's life so not surprisingly 
woman images are used. Bernard Blackstone comments on 
this aspect of the poet's life in his book. The Consecrated 
Urn ; An Interpretation of Keats in Terms of Growth and 
Form, "Keats felt a deep content in the maternal depths 
of feminity, a repose which contrasts sharply with the 
agitation wrought in him by the desirous, romantic, 
26. Letters. II. 12T 
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27 jealo-us . . . . s i d e of the man-woman r e l a t i o n s h i p " . 
We f e e l t h i s i n h i s a p p r e c i a t i o n of Georgiana Keats h i s 
s i s t e r - i n - l a w , of Charmion and I s a b e l l a J o n e s . Kea t s • s 
delight- in creating the maternal archetypes has ample 
evidence in figures like Meg Merriles, Moneta in 
"Hyperion", Maia in "Ode to May" who crowd his poetry. 
In keeping with his dual view, the woman image is also 
used to represent another class that of the fatal 
woman figure, "La Belle Dame Sans Merci" like Circe 
Tannviauser's Venus, who haunt romantic literature. In 
"Lamia" too Keats presents this woman figure. He would 
have had some awareness of the archetype of ancient myth 
and folklore, the serpent woman who is both seductive and 
destructive and to whom Geraldine of "Christabel" is 
related. These figures are the opposite of the pure and 
ideal Madeline in "The Eve of St Agnes" yet the same 
person. It is one of the many forms the woman image 
assumes in the unconscious imagination. 
The image of maidens is also used by Keats in the 
Odes. In "Ode on a Grecian Urn" the urn is overwrought 
with "brede of marble men and maidens", there are "youths 
with pipes" and "maidens loth." 
27. Bernard Blackstone, OP. cit. p. 69. 
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In "Ode on Indolence", poesy is. described as a 
"inaiden most unmeek". 
The use of images from daily and domestic life as 
for instance,that of the piper, the lover's, the crovd 
coming to the sacrifice,.can also be taken as exhausting 
the total statement of culture about nature. What 
Earl Wasserman in. The Finer Tone, called the "grammar of 
the poem". The image of the piper underneath a tree is 
an image of the human singular. That of the artist. The 
one. The second image of a pair of lovers is the image of 
the human couple: two. The crowd led by the priest and 
heifer is representative of a community: the many. Along 
with these images from day to day life, the fourth image of 
the deserted town is an image of the world after the human 
world has ended: None, The images in order are one, two, 
many, none. Artist, couple, society and nothingness. The 
whole of culture is represented in the urn. 
In "Ode to a Nightingale", to say that the song of 
the nightingale has been heard for generations. Keats uses 
two images, that of "Emperor" and "Clown" drawn from the 
world of reality, albeit the historical past. These images 
can convey a wealth of meaning. if, we take into account 
28. Philip Fisher, "A Musuem with One Work Inside : Keats 
and the finality of Art", quoting E.R. Wasserman, 
The Finer Tone, Keats-Shelley Journal. 33 (198V), 92. 
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the fact that the conscious rejoicing In the permanence of 
the song of the Nightingale turns into a recognition of the 
perpetuity of pain and sorrow through all generations of 
mankind. The images suggest that high and low were alike 
subject to human ills. 
Barry Gradman in his article, 'King Lear and the 
Image of Ruth in Keats's "Ode to a Nightingale'" agrees that 
to Keats and Shakespeare "Clown" signified peasant or 
rustic. With "Emperor" it, "deftly dramatizes the songs 
29 
effect on all classes in history". 
Keats was much attached to his family. At his 
brother Tom's death and later when George and Georgiana 
migrated to America Keats was hurt beyond words. Not 
surprisingly family resonance also manages to influence 
the Mse of images. Images of mother, brother, friend are 
used. 
In "Ode to May", Mala is referred to as, 
"Mother of Hermes 1 and still 
youthful MalaI" 
In "Old Meg she was a gipsy", nature is described as being 
her relatives. 
"Her brother were the craggy kills 
29. Barry Gradman, 'King Lear and the Image of Ruth in 
Keats's "Nightingale Ode"', Keats-Shelley Journal. 
29 (1976), 19. 
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Her s i s t e r la ichen t rees — 
Alone with her great family 
She l ived as she did p lease ." 
In "To Autumn", the season of Autumn Is referred to as a, 
"Close bosom fr iend of the maturing sun". 
I t i s to be noticed how even images from simple 
things of dai ly l i f e l ike embroidery, spinning are used 
so poet ica l ly by Keats as images. In "Ode on Indolence" 
Keats expresses his mood of indolence, "This morning I 
am in a so r t oftbmper indolent and supremely c a r e l e s s . . . " . 
To give expression to his feel ings of indolence he says , 
"My sleep had been embroidered with dim 
dreams". 
The image of "embroidered" is worth not ic ing . In the 
same ode the b i b l i c a l epigraph. "They t o l l not , ne i ther 
do they sp in" , speaks metaphorically of the poet's 
i n a b i l i t y to create poetry. 
In "Ode to Psyche", Keats wishes to biiild a 
temple in Psyche's honour as she was not embodied as a 
Goddess before the time of Apuleius . in h i s mind, 
"A rosy santuary will I dress 
• • • • 
?0. Letters. II. vK " 
30 
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With "buds and "bells . . . . 
With a l l the gardtier fancy e ' e r could fe ign , 
Who breeding flo^^ers wi l l never breed the same" 
Fancy as a gardner who aids and improves upon nature occurs 
in various Renaissajice and c l a s s i c a l discussions of the 
imagination. Puttenham in The Arte of English Poesie says , 
"Arte is not only an aide and coordinator to nature in a l l 
her actions , but an a l t e r e r of them . . . . the Gardiner 
by his a r t e w i l l not only make an herbe or flower, or 
f r u i t e , come for th in his season without impediment, but 
31 
w i l l a lso embellish the same . . . . " 
The work of ' t r ansp l an t a t i on ' is referred to here 
jus t as i t i s used in The Winter 's Tale . 
". . . . w e marry 
A gentler scion to the wildest s tock. 
And make conceive a bark of baser kind 
By best of nobler race : t h i s is an a r t 
Which does mend na tu re , change i t r a t h e r . . . " 
(IV, i i i , 92-6) 
In John Donne's "Extasic" also the same image is used. 
The image of l igh t and darkness is a lso used very 
memorably by Keats in "Ode to a Nightingale". Keats 
manages to escape with the bird but he says , 
"Here there i s no l i g h t " 
31 . Puttenham. The Arte of English Poesie. Ghar>. i i i . p . ?^ . 
11V 
The speaker in the ode, despite his des i re to "fade 
away" into dream through the imagination remains 
"darkling" in the dark. He cannot lapse ful ly into 
the dream s t a t e for the dull conscious brain 
"perplexes and r e t a r d s " . The unfledged poet is l e f t in 
darkness, guessing a t the heaven of immortal poetry. 
Mario D'Avanzo bel ieves the imagery of death and 
l i g h t in "Ode to a Nightingale" is expressive of the 
32 
•waning of the imaginative v i s i o n ' , " l e re there i s no 
l i g h t " speaks of the dull brain unable to envision the 
Queen Moon in a l l her radiant realm. Keats 's weak 
vis ion i s already on the wane even as the poem begins. 
He can only guess in "embalmed darkness", the vis ion that 
be 
is soon to /bur ied in ec l ip se . For Keats, the "poetic 
33 
equiva len t for an emotion i s commonly a p i c t u r e " . He 
presen ts h i s ideas and emotions in p i c t u r e s q u e form. This 
i s one ins tance ; . 
Like a l l Romantics, Keats t a l k e d about himself 
but t r i e d to o b j e c t i f y i t . His l i f e was h i s poetry and 
each i n d i v i d u a l poem is an " a l l e g o r y " of the inner l i f e 
of the imagina t ion . He be l i eved t h a t a man's l i f e , 
"of any worth i s a c o n t i n u a l a l l e g o r y — and very few 
eyes can see t h e mystery — a l i f e l i k e t h e s c r i p t u r e s 
32. Mario L. D'Avanzo. op. cit,^ p. 186. 
33. Graham Hough, op. cit.^p. 167. 
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3^+ figurative". He transferred this belief into his 
poetry. In the odes also we feel the presence of the 
poet, the working out within the poems the poet's 
integral life patterns. 
Each image drawn from his domestic experience and 
daily life is important. They are used expressively to 
express his thoughts on life and poetry. As Douglas Bush 
says, "The verbal and rhythmical richness of the Odes does 
not ... make one forget youth and age, life and death, 
permanence and transcience, joy and suffering which are at 
the centre of the poems; the sensuous images, individually 
so potent — Ruth "amid the alien corn" — are elements in 
a view of life". 
Ih. L e t t e r s . I I . n. 67. 
35. Douglas Bush, John Keats : Selected Poems and 
L e t t e r s , p . x v i i . 
CHAPTER V 
CONCEPTUAL AND GLA3SICAL IMAGES 
John Keats was inquisitive by nature and believed 
in continual acquisition of knowledge; "I find that I can 
have no enjoyment in the world but continual drinking of 
knowledge." Naturally, derivation of images and ideas 
from books he had read to express his thoughts and ideas, 
in the process of poetic composition characterizes his art. 
His letters also reveal an awareness of this principle of 
associationism. To Reynolds :he wrote on 3rd May, 1818 : 
If I scribble long letters I must play up my 
vagaries ... I must go from Hazlitt to Patmore, and make 
Wordsworth and Coleman play at leap-frog ... This crossing a 
letter is not without it's association for chequer work 
leads us naturally to a Milkmaid, a Milkmaid to Hogarth 
Hogarth to Shakespeare Shakespeare to Hazlitt - Hazlitt to 
Shakespeare and thus by merely pulling an apron stringyj!^ ;e ' 
p 
set a pretty peal of Chimes at work. 
The letter reveals a lively interest in the curious mental 
connection that once provoked, sets a "pretty peal of 
Chimes at work." 
The images used are not merely the result of 
1. The Letters of John Keats, ed. H.E. Rollins. I. p. ?71. 
Hereinafter cited as Letters. 
2. Letters., I, 279-80. 
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association alone, they are shaped and used by the rational 
mind of the poet. There is a successful blending of 
"Spontaneity and conscious artistry"^ as the images are 
relevant and expressive. Besides the emotional state of 
the poet the rational, discretionary powers of the poet are 
also at work, "things which I do half at Random are after-
wards confirmed by my judgement in a dozen features of 
propriety." 
Greek mythology and Greek sculpture were an 
important source of inspiration for Keats. He naturally 
drew images from them. It is common knowledge that Keats 
was interested in anything Greek and that the masterpieces 
of ancient Greek sculpture the Elgin Marbles, vrhich Haydon 
had introduced him to, had a far reaching influence on his 
poetic art. It gave a new potent turn to his poetry. This 
interest in Greek art and mythology was inherent in Keats. 
Infact, to quote Douglas Bush, "For the mode of objectifi-
cation ... Keats turned instinctively to Greek myth as a 
vehicle for his highest vision." For Keats, "the Greek 
spirit was the Religion of the Beautiful, the Religion of 
Joy." He grew up in the most unpoetical of sorroundings. 
He was the son of a stable-keeper and later worked as a 
surgeon. When Shelley said of Keats that "he was a Greek", 
3. Beth Lau, 'Keats, Associationism, and "Ode to a 
Night inga le" ' , Keats-Shelley Journa l . 32 I983), 57. 
k. L e t t e r s , I , p . m-2. 
5. Douglas Bush', John Keats ; His Life and Writings, p. 98. 
6. I b i d . , quoting Severn's r epor t , p . 139. 
7. H. Ghosh, quoting Shelley John Keatss Eleven Odes, 
p. XL. Int roduct ion. 
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he probably referred to the fact that though there was 
nothing of Greek culture in Keats's heritage, he was 
irresistibly drawn towards everything that was Greek. His 
passionate fondness for Hellinism was innate. The 
"Greekness of his mind" is amply evident in the number of 
conceptual images from Greek mythology used for example, 
"Hippocrene", "Lethe". Keats had read Elizabethan 
translations of these classical stories and the classical 
Dictionary of Lempriere_, "Bibliotheca Classica" and 
probably recalled them while writing the odes. 
Keats also knew and understood the importance of 
mythology as a "valid representation in symbolical form 
o 
of eternal verities," For instance, many of the important 
operations of nature \';ere shadowed or allegorized in heathen 
mythology, as for example, "The Marriage of Cupid and Psyche", 
"The Rape of Proserpine", "The Death and Resurrection of 
Adonis". These myths expressed general, universal truths. 
Along with this fact, Keats was aware that between the 
great literatures there are no frontiers and he could use 
them as images to express and objectify his thoughts. He 
knew that while he appears to be dealing with a legend which 
belongs to Greek mythology he is infact^ treating of 
universal truths in English verse. Keeping all this in 
mind, Keats derives images from myths knowing that they 
8, Bernard Blackstone, The Consecrated Urn ; An Interpretation 
of Keats in Terms of Growth and Form^ p. 1.3^ " 
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express in symbolical form, eternal truths and these truths 
appeal to readers, ilfterall as Blake says, "In the brain of 
man and in his circling nerves that the great archetypes 
Q 
lives and move and have their being." 
Ian Jack also comments on this interest of Keats in 
classical antiquity in his work Keats and the Mirror of Art 
"There vere two worlds of the imagination that spoke to his 
heart and feelings : the world of classical antiquity, as 
re-created by the "neo-Classical painters"and the world of 
the Middle Ages, as re-created by the antiquaries and 
10 
romance-writers of the eighteenth century," This interest 
in Hellinism and Medievalism gave Keats ample opportunity 
for the richness of colouring and imagery. In the odes, 
images of "Apollo", "Hippocrene", "Lethe", "Bacchus" can be 
traced to Greek mythology". Magic Casements" are drawn from 
Romantic Medievalism and the image of "Rtth" is biblical. 
Such is the variety of Keats's reading which he utilises 
remarkably in his work. The use of images like this, 
justifies Ezra Pound's definition of a poetic image as an 
11 
"intellectual and emotional complex in an instant of time." 
The Greek myths were a tremendous source of 
inspiration for Keats. Infact as Douglas B-usjh says, 
9. Bernard Blackstone. on. cit. . p. 1^ +^. 
10. Ian Jack, Keats and the Mirror of Art. p. 9I. 
11. Rene Wellek and Austin Warren, Theory of Literature^ 
p. 192. 
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"Into myth, Keats put his deepest questionings of himself 
and of art."''^ It also provided a source for him imagery. 
While considering the poems of Keats, the images 
drawn from Hellinistic myth vhich comie to mind are 
"Apollo", the God of poetry and the sun and the "Queen-Moon 
Cynthia", the goddess of Poetry and the Moon. Keats's only 
rearl life was the ardent pursuit of poetry, "I cannot exist 
1 '^ 
without poetry," His main preoccupation is naturally in 
the poems and the Odes in particular, with Poetry and the 
process of poetic creation. Therefore, the presence of 
these two images cannot be under-estimated. 
Keats had only to think of Poetry to think of 
"Apollo". In "To Apollo" the opening lines show that 
Keats was aware of Apollo's characteristic attributes, 
"God of the golden bow. 
And of the golden lyre. 
And of the golden hair. 
And of the golden fire, 
charioteer 
Of the patient year." 
( 16 ) 
Again in "Ode to Apollo" Keats refers to the God of Poetry. 
He celebrates Homes, Virgil, Milton, Shakespeare and other 
great poets and concludes, 
1i2. Douglas Bush, op. cit. . p. 527. 
13. Letters. I, 133. 
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"And when thou jolnest with the Nine, 
and all the powers of song combine." 
It is of Apollo's power as the God of poetry that Keats 
is most keenly aware when he describes shepherds in 
"Endymion" , 
"Such as sat listening around Apollo's pipe 
When the great deity, for earth too ripe 
Let his divinity o'er flowing die 
In music, through, the vales of Thessaly" 
( ^kUh ) 
Keats had a special feeling for Apollo. He v/as the 
"hero" of "Hyperion" and also the hero of all Keats's 
poetry and of his entire poetic career. To Keats, Apollo 
was "more than a figure of speech or a literary allusion : 
he was becoming something very close to the God of his 
1^ 
adoration." The painting by Poussin "The Inspiration of 
the Poet" expresses Keats's relationship v/ith Apollo, 
The God of Poetry- most perfectly. 
Another connected image used very often is of 
Cynthia, the "Queen Moon". Keats calls the Moon, "the 
maker of sweet poets" ("I stood tip-toe", 1l6)as the Moon 
or Cynthia is the sister of Phoebus or Apollo, the God of 
Poetry, music and eloquence, whose power Keats attributes 
to her. So in seeking Cynthia's presence the poet lover, 
1^, Ian Jack, op. cit., p. 180. "~ ~~~ 
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"Endymion" hopes to ass-ume her Apollonian imagination, 
her gift of inspiration. 
The effect of the moon's presence on the poet is 
clearly inspirational. In "To Charles Cov/den Clarke", 
"When Cynthia smiles upon a summer's night 
. • • • 
No so-Oner had I stepp'd into these pleasures 
Than I began to think of rhymes and measures". 
( 93, 97-98 ) 
Keats also apostrophizes the moon in connection 
with the expression of his poetic aim. In "Endymion" for 
instance , 
"And I grew in years — still dids't thou blend 
With all my ardours : thou wast ... 
.... my top most deed 
.... Lovely Moonl 
0 What a wild and harmonized tune 
My spirit struck from all the beautiful". 
( III 162-63, 168-172 ) 
The "top most deed" is the creative poetic act made 
possible only by Cynthia's inspiration. In the same 
address to the moon Endymion voices what v/e understand to 
be Keats's ov/n aim, writing poems about poetry and the 
imagination, 
"No one but thee hath heard me blithely Sing 
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No melody was l i k e a passing spright 
If i t went not to solemnize thy re ign" . 
( 156, 158-59 ) 
Cynthia's domain of poetry or "melody" is to be solemnized 
almost exclusively. We may therefore consider the conceptual 
image of Cynthia as expressive of Keats's primary poetic 
intention. 
In "Ode on Indolence" Keats uses the image again 
but here he presents a state of langour directly opposite to 
imaginative frenzy. The poet cares nothing now for the 
mercurial changes of feeling which the creation of poetry 
excites, he wants not to know the waxing of the moon, that 
is to say of poetry, 
"For Poesy 1 No, She has not a joy 
Atleast for me so sweet as drowsy noons, 
Oh, for an age so sheltered from annoy. 
That I may never know how change the moons". 
The speaker in the Ode clearly desires to avoid the 
influence of the moon or the "passion poesy" a phrase 
describing the moon in "Endymion" (I, 29). In "Ode to a 
Nightingale" on the other hand the speaker consciously wills 
to ascend to the sovereign realm of the "Queen Moon", the 
realm of the poetic imagination. 
Another very expressive image from Greek mythology 
12lf 
used in "Ode to a nightingale" is that of "Hlppocrene". 
In his craving to share fully in the bird's song which 
represents for Keats unimpeded poetic utterance, 
imaginative creatio^ at its best, he expresses his longing 
for a glass of wine, 
"Oh, for a beaker full of the warm South, 
Full of the true, the blushful Hippocrene". 
( 11, 5-6 ) 
In Baldwin's "Pantheon" it is mentioned that, 
Delphi ... was sacred to the God A-pollo : Wear to the town 
of Delphi was the mountain Parnassus; at the foot of which 
flowed the Castalian stream, the waters of which were 
supposed to communicate inspiration ... and nearby was the 
fountain Hippocrene, the waters of which were violet 
coloured, and are represented as endowed with voice and 
articulate sound , ^ 
By expressing his longing for a "draught" of the "blushful 
Hippocrene" Keats is otherwise expressing his longing for 
unimpeded poetic utterahce, like that of the bird. This 
shows the greatness of Keats in adopting images from 
concepts present in Greek mythology and using them 
ingeniously and expressively in his poems. 
Wine as blushing water has Its origin in seventeenth 
15. Edv/ard Bald\%an. The Pantheon : Or Ancient History of the 
Gods of Greece and Rome, p. ^iW. 
12^ 
century allusions to the changing of wine into water at 
16 
Gana (John 11, 1-11). Keats was a very learned poet, 
he must have also remembered this allusion in the Bible. 
"Blushful Hippocrene" not only denotes the red colour but 
we must remember that the dense epithet also suggests the 
flush of intense excitement inspired by Helicon, the famed 
mountain of the Muses. 
In "Ode to a Nightingale" Keats uses another image 
drawn from Greek mythology.. At hearing the bird's song 
Keats feels an excessive ^oy? so much so that he feels a 
drowsy numbness as if drunk or drugged. To express this 
state of forgetfullness and lethargy he uses the image of 
"Lethe", 
"One minute past, and Lethe-words had s'onk." 
i ^, h ) 
Lethe, in classical mythology was a river which had the 
pov;er of making the souls of the dead "forget whatever they 
17 had done, seen or heard before." This reference to the 
river of forgetfullness of Hades is very apt and expressive 
of Keats's idea and emotion. The song of the bird makes 
the poet oblivious of the present. 
In "Ode on Melancholy" Keats uses the same 
16. The Poems of John Keats, ed. Miriam AITott, p. ?p^. 
17. Miriam A-llott, OD. cit. , quoting Lempriere, p. 7. 
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conceptual image in another sense. Here he rejects absolute 
melancholy brought about by thoughts of oblivion and death, 
so rejects "Lethe". 
"No, no, go not to Lethe,...'" 
( 1 , 1 ) 
The nightingale in "Ode to a Nightingale" is 
described as a wood-nymph, 
"... thou, light-winged Drayad of the trees". 
This image is also dravn from Keats's reading of classical 
mythology and even manages to find a place in his poetic 
landscape of the imagination in the temple he wishes to 
build in Psyche's honour, 
"The Koss - lain Dryads shall be lulled 
to sleep". 
18 
Flora, the Roman "Goddess of flowers and gardens" 
becomes the subject for another image. In "Ode to a 
Nightingale" Keats describes the wine he longs for as. 
Tasting of Flora and the country green". 
Afterttll grapes, of vihich wine is made is a gift of Flora, 
the goddess of flowers and gardens so this image is 
contextually relevant. 
18. Miriam Allott, op. cit. , quoting Lempriere, p. 73. 
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In "Sleep and Poetry" too in giving expression 
to the subject of h is poetry, the f i e ld he would l i k e to 
t r ave r se in h i s poetic ca reer , Keats re fers to F l o r a , 
"F i r s t the realm I ' l l pass 
Of Flora and old Pan". 
( 101-2 ) 
Pan, is the God of universal nature in Greek mythology. 
Rather than saying it plainly that he would deal first 
with the world of nature, Keats uses the images representing 
the same world which besides being expressive adds to the 
beauty of the poem. 
Karl P. Wenterdorf in his article on "Ode to a 
Nightingale" says that Keats by using images of dryads, 
19 
flora, nightingale's concepts an "emotional sub-text" 
for the poem depicting carefree, ecstatic, young passionate 
fulfillment of love. 
He says the first of the images of love is the 
apostrophe to the nightingale as a "Light wing'd dryad". 
According to classical mythology, dryads are beautiful 
nymphs \iho iiihabited the world of the Mediterranean area. 
They are passionately pursued by satyrs or fauns with 
what past classical writers have variously regarded either 
19. Karl P. Wenterdorf, 'The sub-text of Keats's "Ode to a 
Nightingale"', Keats-Shellev Journal, 33 (198^-), 71. 
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20 
as carefree amorousness or brutish lest. Milton might 
have known about this concept regarding "Dryads" and 
likewise likens Eve before the seduction of Adam to a, 
"Wood nymph light, .... or Dryad". 
( 9, 286-87 ) 
When Keats writes in "Ode to a Nightingale" about the 
happy lot of the "light wing'd dryad" singing of "Summer", 
the kind of song he had in mind is one prompted by the 
natural preoccupation of the wood-nymphs in Summertime 
a song of love. 
The calling out for wine, 
"Tasting of flora and the country green 
Dance and Provencal Song and sunburnt mirth" 
also concepts love. Flora, "was a goddess not only of 
21 
flowers but also of fertility." The festival of flora 
is variously regarded as joyous revels. It is also 
suggestive that flora is linked with medieval troubadours, 
for their songs were mostly about those experiences of love 
that are associated witji flora and her festival. In their 
songs the troubadours praised human love, 
Bacchus, the God of wine is another concept from. 
20. Karl P. Wenterdorf. OP. cit. . p. 7h-. 
21. Ibid., p. 77. 
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Greek mythology that has been adopted by Keats and used as 
an image. In "Ode to a Nightingale" to esgape to the• 
world of the imagination the poet rejects the aid of 
Bacchus, 
"Away I away I For I will fly to thee, 
Not charioted by Bacchus and his pards". 
( iv, 1-2 ) 
Keats v/ould prefer the direct intoxication and attendent 
poetic frenzy from the true wine of "Helicon " that is, 
poetry rather than the vulgar wine of Bacchus which 
merely casts the poet into a stupor. He rejects the 
falsely intoxicating, earthly wine of Bacchus, Keats 
rejects his aid and Cynthia, the "Queen Moon" provides the 
image for the kind of inspiration that is ardent and 
enthralling but without the Bacchic elements of disorder and 
destruction. 
With the same idea in mind Keats uses the image 
in — "Lamia. when Lycius opens the door to th-e noisy herd 
who after drinking Bacchus' earthly wine soon fills the 
halls v;ith the direct uproar, 
"But when the happy vintage touched their 
brains. 
Louder they talk, and louder come the strains 
Of powerful instruments. 
• •. • 
Soon was God Bacchus at meridian height". 
(11, 203-5, 215) 
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Even in Book IV of Endymion t A Poetic Romance. "Ode to 
Sorrow", the Indian maid sings of Bacchus and his crew, 
"There came a noise of revellers ... 
• • • • 
'Twas Bacchus and h i s crew I: 
The e a r n e s t trumpet spake , and s i l v e r 
t h r i l l s 
From k i s s i n g cymbals made a merry d i n " . 
( IViy 19^, 196-198 ) 
Endymion's melancholy is confronted with the re-collected 
madness of delight of Bacchus and his crew. Bacchus is 
presented as a cosmopolitan deity. His po\'ier is 
immediate, violent and transient. Therefore Keats 
rejects it. He feels the noisy, vulgar rites of Bacchus 
are at odds with the silent and holy poetic rites of the 
Muses. 
If we accept K. Wenterdorf's vievr that Keats 
depicts love through the images used, we can say that the 
poet rejects the dangerous aspect of eros signified by 
Bacchus. The Bacchanals had been an inhibited celebration 
22 
of life, marked by drunkenness and debauchery. He was the 
God of the wildest passion. Keats by rejecting Bacchus' aid 
rejects the dangerous aspect of eros. 
The Bacchanals can also be identified as an element 
22. Karl P. Wenterdorf, op. cit.. p. 77. 
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destructive of the imagination. This identification is 
not arbitrary or private hut rather makes brilliant and 
appropriate use of the materials of the myth, "Tradition-
ally the Bacchic rites were initiated to allow everone to 
23 
put aside hard work for unlicensed pleasure." Through 
Sandy's Keats had read Ovid who had written, 
"Bacchus Priest proclaims a solemn Fea^t; 
That Dames and Maids from usuall labour rest;... 
Their webs, their un-spun wool, aside they ^^ 
lay ...."^ 
This idea of Bacchus as an anti-poetic force might 
have also been suggested by Milton's Paradise Lost. Book VII, 
where in his invocation to Urania he asks his m.use to, 
"...drive far off the barbarous dissonance 
Of Bacchus and his revellers, the race 
Of that wild rout tliat tore the Thracian band 
In Rhadope...." 
Keats had read Milton's Paradise Lost with sensitivity and 
care as is revealed in his essay on it, "Notes on Milton's 
Paradise Lost."^^ Therefore we can deduce that he might 
have been influenced also by Milton's view. 
In "Ode on a Grecian Urn" also images from Greek 
mythology has been used. On wondering what legends have 
2^. Mario L. D'Avanzo, Keats's Metaphors for the Poetic 
Imagination^ p. 179. 
2^. George Sandys, Ovlds Metamorphoses Englished, p, 65. 
25. John Keats, "Notes on Milton's Paradise Lost" ,'Works., 
ed. Forman, III, 19-33. 
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been ornamented on the urn, whether of mortals or deities 
Keats says, 
"What leaf-fringed legend haimts nhout 
thy shape 
Of deities or mortals, or of both. 
In Tempe or the dales of Arcady". 
Tempe, a valley in Thessaly and Araadia were traditionally 
celebrated in classical antiquity for their pastoral beauty 
and the happiness of their inhabitants. To heighten the 
effect of his subject, Keats uses these images. It is also 
quite possible he was so led to thinking, unconsciously or 
consciously because of his interest in Greek r-iythology and 
because his subject was a Greek work of art where Gods and 
Goddesses are a subject. 
In "Ode to Psyche", Psyche is represented as 
"Wing'd Psyche" and there is reference to her "lucent fans". 
This description can also be traced to Lempriere, "Psyche is 
generally represented with the wings of a butterfly, to 
intimate the lightness of the soil, of which the butterfly 
is a symbol...." Eemembering what he had read earlier 
Keats might have conceived Psyche as "Winged". 
In the same ode, the lovers are described amidst a 
profusion of flo\,rers and fruit. The renevral of their love 
26. Miriam Allott, OP. cit. , quoting Lemprifirpj p, 5iFi" 
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each time they awake is likened to the daily rising of the 
sun. Each awakening promises new love that is perpetually 
"aurorean" or light-giving. This brings to Keats's mind 
the concept of Aurora, the Goddess of morning, 
"At tender eye-dawn of aurorean Love". 
In "Lycidas" Milton uses the same image, 
"Under the opening eye-lids of the morn". 
Psyche is described as the, 
"...latest born and loveliest vision far 
of all Olympus' faded hierarchy!" 
She is fairer than 
..."Phoebe's sapphire-regioned star. 
Or Vesper ..." 
These are all concepts from Greek mythology. Phoebe and 
Vesper or Venus are Goddesses of the imagination. 
In the preface of "The Pantheon". Baldwin (Godwin) 
says, "It is universally confessed that of all systems of 
mythology and religion, that of the Greeks is the most 
27 
admirably adapted to the purpose of Poetry." It is knovm 
for a fact that Keats possessed a copy of this book and is 
also mentioned in the list of his books compiled by 
27. Edward Baldwin^ The Pantheon ; Or Ancient History of 
Gods of Greece and Rome, in the Preface, 
13^ 
28 
Charles Brovn. Keats might have also read Baldv/ln's 
comment that the "Language of the Greeks was the language 
of poetry: everything v/ith them are alive: a man could not 
valk out in the fields, without being in the presence of 
29 
the naiads, the Dryads, and the Fauns". Keats too 
believed the same that Greek mythology was most suitable 
for poetry and there is no dearth of examples to prove 
this. 
Psyche signifies the soul according to Lempriere, 
"The word signifies the soul, and this personification of 
Psyche first mentioned by Apuleins is thus posterior to 
the Augustan Age, though it is connected with Ancient 
mythology."-^ 
With this vlex-i in mind, D'Avanzo in Keats 's 
Metaphors for the Poetic Imagination, interprets Psyche 
31 
as representative of the "Soul of the imagination" for 
Keats. Cupid on the other hand, according to myth is 
the God of love representing emotion, love, passion and 
feeling. So union with Psyche or the Soul, figures the 
perfect, divine synthesis of emotion and imagination, of 
28. The Keats Circle, ed. H.E. Rollins, I, 253-60. 
29. Edward Baldwin, The Pantheon, p, 8. 
30. Miriam Allott, OP. cit. , quoting Lempriere, p. 515. 
31. M. D'Avanzo, op. cit. , p. 205. 
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heart and head, sense and soul, a union whose issue is 
poetry. This can be taken as expressive of Keats's wish 
for fullfilment in his poetic life. Besides, the myth of 
Cupid and Psyche attempts to explain the psychological, 
emotional sources of poetry. The images of Cupid and 
Psyche helps Keats in expressing his idea of the origin of 
poetry. It is worth noting how images drawn from Greek 
mythology helps in expressing an abstract idea. As Psyche 
represents the "Soul" of the imaginati on, Keats as sibling 
the role of a poet-priest wishes to build a temple and 
take vows of belief in this "latest-born" divinity of 
Apollo's realm. 
In "Ode to Melancholy", to say that true melancholy 
is not to be found in thoughts of oblivion and death Keats 
finds the apt analogue in the image of "ruby-grape of 
Proserpine" and "mournful Psyche" from Greek mythology. 
"No, no, go not to Lethe, ... 
• • • • 
Nor suffer thy pale forhead to be kissed 
By nightshadeiy ruby grape of Proserpine; 
• • • • 
Nor let the beetle, nor the death-moth be 
your mournful Psyche ...." 
Both the images are of suffering. Prosperpine was 
abducted by Pluto, God of the underworld and was forced to 
live in the unden^rld for six months of the year. She was 
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the Queen of the unden-jorld. In "Endvmion too Keats 
uses the image, 
"Said I, low voiced : 'Ah, ^ rfhither'. 'Tis 
the grot 
Of Proserpine, when Hell, obscure and hot, 
Doth her resign." 
Of the three images of autumn presented In 
"To Autumn", it is possible Keats had in mind concepts 
from Greek literature. For example the picture of the 
harvester. 
"Sitting careless on a granary floor 
Thy hair soft-lifted by the winnowing wind", 
could have been inspired by the story of Cupid and Psyche 
as narrated in Apulieus's The Godden Asse. The first of 
the tasks imposed on Psyche by the angry Venus, v/as to 
separate "a great quantitie of whete, barley, mill, popy 
seede, peason, lihtells and beans ... mingled ... 
altogether in a heape." Thinking the task impossible we 
are told. Psyche "went not about to dissever the graine.., 
32 
but ... satte still and saide nothing," Fortunately, 
ants came and separated the grain for her. The harvester 
in the ode is also still and sitting carelessly. 
32. Apulelus, The Golden Asse, p. 129. 
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Arnold Davenport in 'A Note on "To Autumn'", 
suggests that Keats was rebollecting the Biblical figure 
33 
of Ruth. 
The image of the "reaper", 
"...Sound asleep 
Drovsed with the fume of poppies..." 
could have been suggested by the classical figure of Ceres, 
the Goddess of corn and harvest. According to Lempriere's 
description in The Classical Dictionary, she was 
"represented with a garland of ears of corn on her head, 
holding in one hand a lighted torch, and in the other a 
3^ 
poppy, which was sacred to her." In the ode too, the 
personified figure of autumn becomes a mythic figure, a 
kind of immortal. 
That Keats was influenced by classical mythology 
is also believed! by Billy T, Boyan which led him to 
interpret "Isabella : or. The Pot of Basil" as being 
3^ 
modelled on the Venus - Adonis myth. According to the 
legend Venus and Adonis share a dual relationship, that 
of lovers and at least metaphorically, that of mother and 
36 
son. Consequently, K 
and Lorenzo "a child". 
eats calls Isabella a "young bride" 
3^. Ian Jack, OP. cit. ^  citing A. Davenport, p^ PQ1 ., note 1^ 
3^' 5M^., quoting Lempriere, p. 291, note 13. 
35. Billy T. Boyan, 'Keats's "Isabella", Shakespeare's 
"Venus and Adonis" and the Venus-Adonis Myth' 
Keats-Shelley Journal. 21-22 (1973-71+), p. 16O. 
36. Ibid., p. 160. 
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Another significant image drawn from the Venus-
Adonis myth is that of "basil". Perhaps Keats had read 
in Lempriere's "Classical Dictionary", that one of the 
37 
names of Venus was Basilea, as she was the Queen of love. 
Frazer in "The Golden Bough, says that "basil was planted 
in small garden pots and used in the worship of Adonis." 
The ceremony reminds us of Isabella and her garden pot, 
"She wrapped it up, and for its tomb did 
choose 
a garden pot, .... 
.... and o'er it set 
Sweet basil," 
One might speculate that Keats was aware of this custom. 
This image also reflects Keats's knowledge of the 
mythological connection. 
The poem is replete with suggestions of the 
Venus-Adonis myth. Keats draws images from things sacred 
to both. As for example "myrtle" and "rose", 
"And of thy spicy myrtles as they blow. 
And of thy roses amorous of the moon." 
( XIX, i+-5 ) 
Another name of Venus was Myrtlea because the myrtle was 
39 her sacred tree. 
37. John Lempriere, A Classical Dictionary, D, 
38. Frazer, The Golden Bough, pp. PUif-^ '?. ' 
39. Billy T. Boyan, op. cit. , p, 16O. 
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Lily and cypress vrere also sac re i to Venus and Adonis, 
"Upon the murderous spot she seemed to grow, 
Like to a native lily of the dell." 
( XLVI, 5-6 ) 
The again, 
"And make a pale light in your cypress glooms." 
( LV, 7 ) 
Critics have generally taken Keats's word that the 
poem is "ma-v-jkishly sentimental" but the conceptual images 
when u.nderstood, can give way to the notion that the poem 
is modelled on the Venus-Adogiis myth. 
Keats derived; images from Greek mythology for his 
art. He was no less inspired by works of literature he 
had rea§ of his predecessors and contemporaries and 
automatically dre^ r^ ori them for his images. The images 
though, are shaped by his own creative imagination and are 
a result of his own felt emotion, although the process of 
association is at work. To q.uote Miriam Allottj 
He was the most literary of poets, possessed an 
exceptionally retentive memory and transmuted all that he 
read in a highly individual way by the complexity of the 
association which he made between different parts of his 
iMo 
reading. 
These images spells out the character of "distilled" 
art as expressed by Keats in a letter to Reynolds : 
now it appears to me that almost any man may like the spider 
spin from his own inwards his own airy citadel .... and weave 
Si tapestry empyrean ... Minds v/ould leave each other in 
contrary directions, traverse each other in n-umberless points, 
and at last greet each other at the journeys end. 
The letter suggests that the poet's voyage of conception 
indeed moves by a process of association, 
Eeats defines the workings of the associative 
imagination as a process of sudden intuitive linkage 
between image and idea, made in the emotional heat of 
creativity : 
It's own silent working coming ... with a fine suddenness... 
have you never by being surprised with an old Melody - in a 
delicious place - by a delicious voice, felt over again 
your very speculations and surmises at the time it first 
operated on your soul. 
Keats means that Image (Melody) and idea (speciolations and 
surmises) are reassociated in an emotional state. Imagina-
tive creativity comes when the established association is 
40. Miriam Allott, op. cit. ^  Introdiaction, p. xvi. 
If1. Letters. 1,231-231. 
1+2. Ibid. . I, 185. 
1M 
revived.. The "silent working" of the associative tnind 
revives the image linked with the felt thoioght "with a 
fine suddenness". At that moment, the image has risen 
upto Gonscioxisness as it is recalled from the past by the 
memory, the mind's historian. 
The mind in association yet judgement imposes 
itself on the train of thought and the images are in 
context and very expressive. 
It was Charles Cowden Clarke who influenced Keats 
in his avid interest in books. Clarke's influence was not 
solely literary but he gave Keats that 'rapturous taste 
for books, "high-piled ... like rich garners" that was 
1+3 
always to characterize the poet.' To name a few books 
Keats had definitely read are Lempriere's, "A Classical 
Dictionary", Chapman's "Homer", Sandys's "Ovid", Baldwin's 
"The Pantheon", Shakespeare's "King Lear", Milton's 
"Paradise Lost", Horace's "Epodes", Vfordsworth, Coleridge 
etc. This rich literary background gave enough scope to 
Keats to "instinctively echo and adopt images and ideas 
1+1+ 
from what he had read, esepcially ofcourse poetry." 
The beginning of "Ode to a Nightingale", 
If3. Timothy H i l t o n , Keats and h i s World, p . 20. 
l+lf. Douglas Bush, O P . c i t . . p . 105. 
1^ 2 
"My heart, aches and a drowsy numbness pains 
My sense as though of hemlock I had drunk 
One minute past, and Lethe-vjards had sunk." 
closely echoes a concept in Horace's Bpode. Edmund Biunden 
says Keats vras remembering Epode (xiv, 1-^ -+), "Why soft 
indolence has diffused as great forgetfullness over my 
inmost senses as if v/ith parched throat I had drained the 
bowl that brings Lethean sleep..." ^  Keats refers to 
Horace several times in his letters and it is known for a 
fact that he possessed a copy of Horace. Charles Brown's 
he 
list of Keats's library included a Horace. The image, 
"purple-stained mouth" is also used in Horace's "Odes" 
(iii, iii, 12). 
The description of the real world and its 
"weariness, the fever and the fret" blends Wordsworth's 
use of the same image of fever in "Lines written on 
Tintern Abbey", 
"The fretful stir 
Unprofitable, and the fever of the v;orld" 
with Macbeth's words on King Duncan in Mac beth, 
"After life's fitful fever he sleeps well" 
(III, ii, 22) 
M-5. Edraimd Biunden, "Keats and his Predecessors," 
The London Mercury, XX (July, 1929), 290. 
-^6. Hyder E. Rollins, The Keats Circle, il 253-60. 
1^ 3 
On describing the world of the imagination in the 
same ode there is reference to the Queen-1-Ioon, 
"And haply the Queen Moon is on her Throne 
Clustered around by all her starry fays". 
It recalls Coleridge's "To the Nightingale", 
"Bards address thy name, 
And hers, the full-or b'd Queen that 
Shines above..." 
Both refer to the "Queen-Moon", the inspirer of poets, 
Edmund Blimden in his article suggests a reccllection of 
Horace's "Epode" (XV, 1-2), 
"Twas night, and in a cloudless sky 
the moon vras shining amid the lesser 
lights " 1+7 
In Stanza five of "Ode to a Nightingale" the dark 
spring night is associated v/ith growth and renewal. 
Coleridge does the same in "The Nightingale : A Conversation 
Poem", 
"... All is still 
a balmy night I and though the stars be dim, 
Yet let us think upon the vernal showers 
That gladden the green earth ..." 
( 7 - 9 ) 
The floiters and vegetation mentioned closely echoes 
M-7. Edmund Blunden. op. cit. . pp. 28Q-Q?.. 
1¥+ 
Shakespeare's "Mid-Summ.er Night's Dream" II, 2^9-52, 
"I know a bank whereon the wild thyme blows, 
r^fhere oxlips and the nodding violets grows 
Quite overcanopied with luscious woodbine 
With sweet musk roses and v/ith eglantine." 
Keats too mentions violets, musk rose, and eglantine. 
The image of "Darkling, I listen" in stanza six of 
"Ode to a Nightingale" recalls the allusion to the 
Nightingale in Milton's invocation to Light in Book III, 
..."The wakeful Bird 
Sings darkling, and in Shadiest covert hid 
Tunes her nocturnal bote". 
Miriam Allott says this nart was marked by Keats in his 
copy of Milton. 
In Dante's "Paradiso" also, the image of "darkling" 
finds a place, 
"As the bird, who midst the leafy bower 
Has in her nest, sat darkling through 
the night". 
In Shakespeare ' s "King Lear" , the same image i s used 
"So out went the candle 
And v/e were l e f t d a r k l i n g . " 
/_|.0 
V/hat ¥ordsov;rth c a l l e d t h e "mystery of words" ' ' i s 
48 . M. A l l o t t , OEx_£i i . , p . 529, Note 5 1 . 
M-9. W. V/ordsworth, P r e l u d e , B]c. V, L, 621 . 
^h•5 
exactly that. A word or image taay accumulate resonance as 
it passes from one poet through others in succession. Just 
as this image of "Darkling" has. 
The Nightingale is described as 
"Pouring forth thy soul abroad 
In such an ecstasy". 
The nightingale's song in Dryden's version (1700) 
of "The Floure and the Leafe" echoes the same feelings, 
"I stood intranc'd, and had no room for 
thought. 
And all o'er-pour'd with Extasy of Bliss. w 
( 119-20 ) 
The bird in "Ode to a Nightingale" is immortal 
atleast its song is, 
"No himgry generations tread thee down". 
This recalls Wordsworth's Excursion closely, 
"While man grov;s old, and dwindles, and 
decays; 
And countless generations of manlcind 
Depart; and leave no vestige where 
they trod..." 
All the literary echoes considered express "the 
magic of Keats's presentation, which is his alone." The 
•^ O. M.R. Ridley J Keats's Craftsmanship, P. 228. 
1V6 
images drawn f?om their various sources pass through his 
"own sensibility, into his own idiom; they are part of 
his imaginative process of conception and composition". 
The process is of individual resetting and re-creation. 
Many critics like Edmund Bl\mden, Robert Gittings, 
Mario D'Avanzo surveyed the rich literary soil in which 
the odes are rooted, "Haunted with the critical delight 
in the art of fellow students Keats found it as natural to 
voice that pleasure as to perpetuate the rest of his 
52 
emotions." 
In "Ode to a Nightingale", to say that the 
nightingale's song has been heard through generations 
Keats uses the image of Ruth, 
"Perhaps the self-same song that found a path 
Through the sad heart of Ruth, v/hen, sick 
for home, 
She stood in tears amid the alien corn." 
This image is Biblical. It is "one of these Keatsian 
and kinetic epithets that distill and dramatize a wealth 
of meaning." 
Keats may have also remembered the image of the 
"forlorn" heroine in Wordsv.'orth's Ruth and sujrely 
"The Solitary Reaper", 
5^ 1. Douglas Bush, op. cit.. p. 1^ 7« 
52. Barry Gradman, 'King Lear and the image of Ruth in Keats's 
"Ode to a Nightingale"', Keats-Shellev Journal. 25 
(1976), 15. 
53' Douglas Bush, op. cit., p. 137. 
1^ 7 
"No nightingale did ever chaunt 
More welcome notes to weary bands 
Of travellers in some shady haunt 
Among Arabian sands." 
Miriam Allott also agrees that the image of Ruth "amid 
the alien corn" came to Keats by some obscure process of 
association from Wordsworth's "The Solitary Reaper." 
Keats may have also recalled Hazlitt's reference in his 
1818 lecture on 'Thomson and Cowper' to the consoling 
effect of natural objects^"striking on the heart .... 
like the music of one's native tongue heard in some 
far-off country."^^ 
Barry Gradman on the other hand in his article on 
"Ode to a Nightingale", puts forward the view that Keats's 
reference to Ruth is not in keeping with the Biblical tale 
where she is not portrayed as homesick. He feels the 
allusion to 
"....Sad heart of Ruth, when sick for home. 
She stood in tears amid the alien corn...." 
m akes sense if we realise that "v/hile Keats is here 
speaking consciously of Ruth, he may be thinking 
56 
unconsqiously of Cordelia in "King Lear". 
Ruth represents a paradigm of filial piety, 
"jh. Miriam Allott. op. cit.", p. 530. 
55» Works of Hazlitt, ed. P.P. Howe, V, p. 103. 
56. Barry Gradman, ox). cit. . p. 16. 
1^ 8 
although she is never deplete* as sad \'fnen she gleans in 
Boaz's fields. She v/as driven by famine and had to vork 
in the fields of her kinsman Boaz (Ruth ii, 3). So this 
reference of Ruth being 'sad' is an imaginative interpola-
tion. In Keats's mind there is an unconscious association 
between devotion and sadness as he had nursed his mother, 
then Tom, who had died. For him atleast devotion was 
synonymous with sadness. Ruth represents filial piety 
and so does Cordelia and in this way Keats is unconsciously 
reminded of Cordelia. 
It is well known that "King Lear" had a profound 
effect on Keats's sensibility. He alludes to the play very 
frequently in his letters and also composed a sonnet on it 
"On sitting down to read King Lear once again" , 
"The bitter sweet of this Shakespearian 
fruit" 
( line 8 ) 
ln:Yact, King Lear exemplified Keats's notion that, "The 
excellence of every art is its intensity, capable of 
making all disagreeables evaporate, from their being in 
58 
close relationship with Beauty and Truth." 
There is a possibility that Keats's image of "Ruth" 
mingles a rememberance of Cordelia a rememberance 
57* Miriam Allott. op. cit. . p. =^0. 
58. Letters. I, 192. 
1^9 
fostered by the previous a l lus ive image "Emperor and clovrn" 
i n . 
"The voice I hear this passing night was 
heard 
In ancient days by emperor and clown." 
Keats may well have blended his subsequent allusion to 
'Ruth' with the rememberance of another devoted daughter. 
The two women mingled in Keats's imagination so that in 
writing of Ruth, Cordelia's sadness naturally intruded. 
There are other links also, Cordelia in 
"King Lear" is likened to a biblical figure, "holy water" 
which she shook from "heavenly eyes." Besides, in the play 
she is stationed in the French camp near Dover, it is 
quite natural to suppose that the camp has been set up In 
green fields amid "alien corn" and therefore in effect "She 
stood in tears amid the alien corn.". Afterall it is 
"alien corn", as Cordelia is the Queen of France having 
been alienated from her native land by Lear. Hence even 
the Keatsian phrase "Sick for home" is applicable to 
Cordelia. All these similarities justifies Gradman's view 
that Keats might have been remembering Cordelia in 
King Lear. 
At the end of the poem when the poet wonders, 
150 
"Was it a vision, or a waking dream"? 
It suggests a recollection of Hazlitt's lecture on 
Chaucer and Spenser', "SJ)enser was a poet of our waking 
dreams willing the senses into a deep oblivion of 
the jarring noises of the world."^^ The same allusion to 
"dream" is used in "Ode to Psyche", 
"Surely I dreamt today, or did I see 
The wing'd Psyche with awakened eyes?" 
This was a poet ica l commonplace probably recol lec ted from 
Keats ' s reading of the El izabethans, perhaps from Spenser 's 
Amoretti , 
"Was it a dreame, or did I see it playne. 
A goodly table of pure yvory." 
( 1 , xxvii ) 
Keats may have also remembered Wordsworth's 
"Yarrow Visited", 'a waking dream' and Shakespeare's 
Merry V^ ives of Windsor, "Huml hal is this a vision ? Is 
this a dream ? Do I sleep?" (Ill, V, 1 M ) . 
"Ode to a Nightingale" abounds in images drawn 
from works Keats had read. As Gradman says, "Like the 
thick and shadowy foliage in which the bird has built its 
nest, Keats's "Ode to a Nightingale" is dense v/ith 
mythological and literary allusion." 
•79. Works "of Hazlitt. ed. P.P. Howe, V, p. ¥>-. 
60. Gradman, op. cit., p, 15. 
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In "Ode to Psyche" also images drawn from 
literature are used.:. The whole scenic description of 
flowers owes a lot to Aldington's translation of Apuleius's 
The Golden Asse. 
Cupid is described in the ode as a "winged boy". 
Keats may have rbmembered Spenser's regular phrase for 
Cupid, especially his use of it in The Faerie Queene (III, 
vi, 1+9-5Q). 
Keats wishes to build a temple in his mind in 
Psyche's honour. The adoption of the priestly and 
architectural role may have been aided by rememberance of 
Spenser's worshipfully amorous lines in Amoretti, 
"Ker temple fayre is built within my mind, 
in which her glorious ymage placed is, 
on X'/hich my thoughts doo day and night attend 
lyke sacred priests that never thinke amisse." 
( x±ii ) 
The image of the "gardener" to describe fancy can 
also be traced back to a number of literary sources. In 
Puthenham's The Arte of English Poesie, Shakespeare's 
Winter's Tale and John Donnefe, "Extasie" (cited in 
chapter IV). 
The urn in "Ode on a Grecian Urn" is called a 
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"Sylvan historian". It is "Sylvan" as it has rural 
scenes engraved on it and it is a "historian" as it 
tells a tale of the scenes depicted. 
The urn is with 
,.."brede 
of marhle men and maidens oven^rrought". 
"Brede" is a poetical commonplace in the seventeenth and 
61 
eighteenth centuries for anything interwoven or plaited. 
Keats might have come across Collins's "Ode to Evening", 
"With hrede etherial wove,..." 
( 7 ) 
The picture of revelry presented on the 'urn' may 
fuse recollections of Poussin's paintings of Bacchainals with 
some lines from Collins's "The Passions : An Ode to Music", 
"They saw in Tempe's vale her native Kaids, 
Amid the festal sounding Shades, 
To some unwearied minstrel dancing". 
( 86-88) 
The scene of s ac r i f i ce depicted may gather in 
items from various works that Keats knew : a sentence in 
Lempriere's "Hyacinthia", about a c i ty l e f t "almost 
deso la te , and without :* ^KJnabitants" during the l a s t days 
/• _ 
of a f e s t i v a l and Sandy's "lowing heifer at the altar," 
61. Miriam A l l o t t , op. c i t . , p . 537. 
62. Douglas Bush, op. c i t . , quoting Lempriere, p. l!+3. 
63. Ovid's Metamorphosis. Englished^ ed. George^ Sandys , p.U-7. 
1^ 3 
",... 0 mysterious priest 
Lead'st thou that heifer lowing at the skies, 
• • • * 
What little town .... 
Is emptied of this folk ..." 
(Ode on a Grecian Urn, Stanza IV) 
In "To Autumn" in the last line, "Gathering 
swallows twitter in the sky" Keats may be recollecting 
A. Aiken's Natural History of the Year. 
"They twitter cheerful, till the vernal months 
Invites them welcome back - for thronging now 
Innumerous wings are in commotiion all." 6^+ 
Keats oimed this book. An unspecified edition of the book 
65 
occurs in Charles Brown's list of Keats's books. 
These adaptations from literary v/orks show the 
subtlety and inventiveness of a highly sensitive imagina-
tion,, Keats was in constant search for the apt analogue. 
He immensed himself in Sandys, Shakespestre, Virgil and others 
and very often interpreted them in his ovm private manner 
and "culled useful images and figures for his own poetry." 
His imagination could develop a timeless theme with only a 
hint from personal experience, the same can be said with 
regard to his sources. Knowing and understanding this, 
H.W, Garrod in The Poetical Works of John Keats emphasized 
The Natural History of the Year, ed, Arthur Aiken, 
i+th ed., p. 135. 
65. The Keats Circle, ed. H.E. Rollins, I, 25h, 
66. M. D'Avanzo, op. cit., p. xi. 
15^ 
on the textual criticism of Keats's poems, "to go behind 
67 
it .... it's first fingerings and gropings," 
Amy Lowell quotes Richard Woodhouses' manuscript 
on Keats's method, "That often he has not been aware of the 
beauty of some thought or expression until after he had 
68 
composed or written it down." Keats might have 
retained, fragments of his knowledge and echoed them 
unconsciously. He was a man who thought "long and deeply" 
as he himself says : 
I have an idea that a man might pass a very 
pleasant life in this manner — let him on any certain 
day read a certain Page of full Poesy or distilled Prose 
and let him wonder with it, and muse upon it, and 
69 
reflect upon it.... and dream upon it.... 
A man who mused so much over v/hat he read, naturally echoes 
some images in his own poetry. One conjectures might not 
the poet's thinking have taken place already in the past 
and then submerged belov; the lived consciousness, might 
have produced a network of corresponding images v/hlcn may 
be retained by memory. In a state of emotion v/hen the 
imagination is at work, the poet then recollects and 
combines favourite images associated v;ith his predominant 
67. The Poetical Works of John Keats, ed. H.W. Garro'd. 
Introduction. 
68. Amy Lowell, John Keats. I, DD. 501-2. 
69. Letters. I, 231. 
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idea. Infact, after long states of absorption, "Poetry 
70 
appears almost a Rememberance" and tha t "by merely 
pull ing an apron s t r ing we set a pre t ty peal of Chimes 
71 
a t Work." That i s why Keats f e l t , thought and 
i n t e l l e c t u a l growth are a prelude to great poetry as he 
affirms in August l6 of his most productive year, 1819, 
"Ky Kind is heap'd to the f u l l ; s t u f f ' d l i k e a cri.^ket 
72 
b a l l . . . " 
Another category of images found in the Odes are 
those that represent a concept. For instance, that of 
Time. Keats v/as preoccupied with thoughts of time and 
eternity as is seen in his poems. Endymion is Time 
aspiring to Eternity. HvT^ erioh is Eternity lapsing into 
Time," The movement in the former poem is upwards from 
Latmos to Olympus and in the latter, downwards from 
Olympus to Valley and cave. In Endymion t A Poetic 
Romance, a mortal is in love V7ith Phoebe, an immortal. 
In Hyperion, the Titans who were immortal suffer defeat 
by the new race of Gods so they can be taken as lapsing 
into time from eternity. 
In the Odes too, Keats is concerned vfith the 
inexorable effect of the passage of time on beauty and 
70. Letters, I, 2?8. 
71. Ibid., 5, 280. 
72. Ibid. , It, lM. 
73. Bernard Blackstone, op. cit.^ p. 233. 
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himan love, 
"\^ fhe^ e beauty cannot keep her lustrous eyes 
Or new love pine at them beyond tomorrow." 
He is constantly searching for a v/ay to stop the passage 
of time. To express this thought many images are used 
that are expressive of the concept of time. 
In "Ode to a Hightingale", the images of "Emperor" 
and "Clown", "Ruth" and the "Charmed magic casements in ... 
faiery lands forlorn", can be interpreted as going 
backwards in time and proceeding to timelessness. "Emperor 
and Clown" are symbolic of the historical past, "Ruth" 
belongs to the Biblical A-;orld and "faiery lands" is the 
timeless world. Infact, the three images united in a 
common dramatic purpose; that of establishing the 
eternality of the bird's song constitute, "a kind of 
progression, moving backwards in time and then into 
timelessness," 
In "Ode on Indolence", Keats v/ants to be left 
alone in that state of abject indolence, forgetful of the 
passing of time, 
"That I may never kno\^  how change the moons." 
Keats is here using the image of the "Moon" which is used 
7^. David Perkins, The Quest for Permanence, DT). ?^U-?^'^. 
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by many poets and astrologers as a measure of the imssing 
of time. Yeats's theory of the twenty-six phases of the 
moon to explain human history, exemplifies this method. 
The image of the impending sacrifice engraved on 
the 'Grecian Urn' plays a particularly significant role in 
Keats' discussion of time in the poem, if we are aware of 
the concept of time in primitive ritual. The poem, as 
interpreted 
generally/presents a contrast between permanence of art 
and the transciency of life. Fully aware of pain and fl^ x^c 
in the world of reality, Keats attempts to escape to ideal, 
enduring beauty. Thus, the poem reflects his ambivalent 
attitude totime and history. A. concern with some of the 
same problems must motivate the villagers in the image of 
the sactifice presented as they wend their way to the 
place of sacrifice, as one primary objective of primitive 
ritual it is said, was to "suspend or annul time." In 
general many primitive rites were performed to "attempt 
to deny history and the passage of time, to celebrate 
annual renewals, v/hich are, in effect, a kind of conquest 
75 
of the passing of time." 
Morcea Eliade in Cosmos and History., puts forv;ard 
the same view that the philosophy imderlylng a sacrifice 
is the v/ill to suspend time, to devaluate time : 
75. Leslie K. Thompson, 'Ritual sacrifice and Time in 
"Ode on a Grecian Urn"', Keats-Shelley Journal, 21-22 
(1973-7V), 28. 
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A sacrifice, for example, not only exactly reproduces 
the initial sacrifice revealed by a God aborogine, at 
the beginning of time, it also takes place at that 
same primordial mythical m-oment; in other words, every 
sacrifice repeats the initial sacrifice and coincides 
ivTith it. All sacrifices are performed at the same 
mythical instant of the beginning, through the paradox 
76 
of rite., profane time and duration are suspended ... 
A sacrifice is an attempt to conquers time and in a v/ay 
go back and repeat the first sacrifice that x^ as performed 
at a mythical momtent. Archaic societies also needed to 
regenerate themselves periodically through the annulment 
of time. 
The 'sacrifice' then plays a particularly 
significant role in Keats's discussion of time. By 
refering to a religious ceremony ^  one of v/hose major 
purpose v/as to escape the irreversible continuum of 
time, Keats em^ phasizes his -similar interest of stopping 
the passage of time, revealed not only in the Odes but 
in many other places in his writings. 
Several writers have comimented on the contrast 
between the scene of the sacrifice and the previous one 
76, Mercea Eliade, Cosmos and History ; The Myth of the 
Eternal Returns, trans. Willard R. Tr^^k/ p, 3^^ 
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of "Bacchic revelry" as for example:, Bovra in The 
Romantic Imagination and G. Brooks in "Ehe Well VJrought 
Urn". The reference to a Dionysian rite correlates 
perfectly with Keats's comments on time, if ve are aware 
what a sacrifice in primitive ritual implies. 
He could have possibly gained this insight about 
primitive rites and its intent from Lempriere's Classical 
Dictionary. The Pantheon by Edward Baldwin, Chapman's 
Homer. Sandy's translation and commentary on Ovid's 
Metamorphosis or the Elgin Marbles. Afterall, Keats had 
read enough books on Ancient Mythology. It is also 
possible, Keats might have intuitively sensed the affinity 
of this rite to his discussion of time, as he was 
undoubtedly familiar with similar ideas as they survived 
in contemporary christian symbolism, such as "Holy 
77 
Communication," To sum up, the image of the sacrifice 
whether intentional or accidental, intensifies and develops 
more fully Keats's comm.entry on time. 
Even if Keats was not aware of the concept of 
time in primitive ritual, the image of sacrifice 
represents Keats's concern for man's perpetual search 
for meaning and permanence in the \TOrld of flu:<. 
77. Leslie M. Thompson, op. cit., p. 29. 
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In later poems Keats explores time as lie explored 
space earlier and these images express his ideas of the 
concept of time. 
The two main images in the Odes ; the Urn and the 
nightingale's song symholized for Keats permanence, 
which 
elements / were able to conquer time. 
In "Ode to Psyche", imagery signifying religious-
ness is used in keeping v;ith the subject of the poem. 
The poem, is a poem of initiation of the success of 
love so the religious note is dominant as for example, 
"virgin choir", "incence sweet", "shrine". He begins 
with a plea for pardon for describing the nuptials of a 
God and a 'latest born divinity' but this vision had 
come to him suddenly, in an apathetic trance of indolence. 
The images signifying religiousness Is also in 
context as Keats has assumed the role of a poet-priest 
to honour Psyche, who was not represented as a Goddess 
till the time of Apuleius. 
Religious imagery is again used in "Ode on a 
Grecian Urn" in connection with the portrayal of the 
sacrifice, "Green altar", "Priest" etc. 
In "Ode to Melancholy" Keats presents a cataloeas 
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of more traditional symbols of melancholy and death; Lethe, 
various herbs, the beetle, death-moth, and the o\^ l, ^rhlch 
the true melancholy mind is urged to shun, 
"No, no, go not to Lethe, neither twist 
Wolf-bane .... 
Nor suffer thy pale forhead to be kissed 
By nightshade, ruby grape of Proserpine 
Make not your rosary of yew-berries. 
Nor let the beetle, nor the death-moth be 
Your mournful Psyche...." 
The traditional macabre symbols Keats says, belongs to 
simple melancholy, "The wakeful anguish of the soul" 
arises from acute consciousness of the impermanence of 
beauty. 
Keats was a poet who loved the principle of 
beauty in all things and who thought "the first in 
beauty is the first in might". In the "Grecian Urn" he 
found the image dio represent this concept. 
Keats believed that life is a play of contraries. 
He was always aware of the contrariness of things, be it 
time and eternity, reality and imagination, pleasure and 
pain, permanence and impermanence. He repeatedly 
Insisted - that pleasure and pain are always bound up in 
each other in the sensuous complexity of felt existence 
and used images of duality. As in "Ode on Melancholy", 
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".... aching Pleasure nigh, 
Turning to poison \-/hilfe the bee-mouth sips." 
Calling the 'Urn' a "cold pastoral" is also an image 
signifying duality. 
Love occupied a very important place in Keats's 
thoughts. In categorizing the different intensities of 
sensation and emotion according to the "pleasure 
thermometer", natural beauty is placed at the lowest point 
and love at the highest. All his poems be it "Lamia". 
"Eve of St. Agnes", "Endvmion" present love. Through 
images signifying love Keats evokes carefree, young and 
passionate fulfillment of love in "The Ode to a Ilichtingale". 
Infact through the images, he reveals his continuing delight 
at the thought of the joys of young lovers, although in 
his own life his love was unfulfilled. Images of 
'Dryads', 'Ruth', 'Nightingale', 'Flora' signify love. 
Dryads are beautiful nymphs, passionately pursued 
by Satyrs and fauns, 'Nightingales' are often linked with 
Eros, the God of Love, In Ovid's Metamorphosis (II, ^i25-67'+) 
it is mentioned that the Latin v/ord for nightingale, 
Philomela, was also the name of a beautiful maiden who 
inflamed Tereus with desire and v;ho v;as later transformed 
into a nightingale, 
78. Letters, I, 21X """""" ~ "" 
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In Chaucer's Roman de la Rose, the C-od of love 
appears with 'nyghtyngales, a full gret route". In 
"Comus" the bird is described as, "the love-lorn 
nightingale". Nightingales have always been associated 
with love and Keats's use of the image does the same. 
The image of Ruth used is also expressive of 
fulfilled love. She had achieved the goal of remarriage 
with a kind and generous man. She also contributes her 
fair share in depicting Keats's concept of love, 
Keats had many ideas and concepts to expound. He 
concretizes and presents them in poetic form by using 
images xvrhich represent his ideas. Images are recalled 
from his varied knowledge and used creatively. He also 
employs the symbolic tradition vrhich provides a clue to 
sub-textual concerns in the Odes, As for example^the 
sacrifice in "Ode on a Grecian Urn", the interpretation 
of "Ode to Psyche" as exploring the source for poetry by 
understanding what Psyche and Cupid symbolize in the 
Greek context. It is remarkable how Keats uses im.ages 
signifying concepts in his poems to express his thoughts 
and feelings. 
Bridges sum.s up Keats's ability very well : 
16V 
Keats's highest gift was the po\-rer of concentrating all 
the far reaching resources of language at one point, so 
that a simple and apparently effortless expression 
rejoices the aesthetic imagination at the moment when 
it is most expectant ... and at the same time astonishes 
79 the intellect with a new aspect of truth. 
79. The Poems of John Keats, ed. Bridges, I, p. xci-xcii. 
CONCLUSION 
An analysis of the poems of John Keats reveals 
that poetic imagery is one of the most characteristic 
elements of his art. Though rarely, if ever, does Keats 
employ this descriptive power to adorn his poetry -jith 
purely ornamental detail, he vs.es it as one of his most 
effective means of expression. The poetic image was for 
him the "ohlique way of telling truth, of doing the thing 
that shall breed the thought." The images used are not 
mere textual oroaments, they are the centre of meaning. 
They are woven with care and meaningfiil design into the 
fabric of the poem. 
Another thing to be noticed about the imagery is 
how Keats adapts images from a variety of sources for 
efemple, nature, the fine arts, ^ reek mythology and 
literary works he had read and uses them creatively and 
imaginatively as imagery for his poems. This reveals 
Keats's constant search for the apt analogue and his 
ability to draw on a v/ide array of sources. 
Keats according to this study of images reveals^ 
that he lived ijp to his dictum that "Poetry should 
2 
surprise by a fine excess." Textual richness characterizes 
1. V/. Smith. Browning's Star - Imagery ; The Study of a 
detail in noetic design, Introduction. 
2. Letters of John Keats, ed, H.E. Rollins, I, 238. 
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his art, what he Galled a "ta|)estry empyrean." 
The images used are integral in expressing Keats's 
ideas and thoughts e.g. images of Psyche, the sacrifice, 
vine, disease etc. They are expressive of Keats's idea 
that, "Men should not dispute or assert but vrhisper results 
to his neighbour." He uses the device of artistic 
indirection. Through the particular, immediately 
apprehended language and suitable imagery, the superior 
Keatsian poet suggests, embodies or v;hispers his ideas. 
This stress on objectivity is peculiarly modern. In/act 
T.S. Eliot's concept of the "Objective Correlative" and 
Yeats's concept of "The Mask" are nothing nev; but they 
seem to be deriv^ fl/- from the Romantic practice of finding 
in concrete language, metaphor and image, a v/ay to talk 
about the imagination and art. 
Since the Romantic period, the use of imagery 
and metaphor has become in general, a structure of poetry. 
Rene Wellek is right in characterizing Romanticism by the 
criteria, that myth and metaphor are used as its vehicle.-^  
Keats too, rooted his poem in images. To quote Wasserman, 
Keats is the only Romantic to. "consistently and 
scrupulously subscribe to an aesthetic rooted in metaphor, 
3. Letters. I, 233. 
If. Ibid. , I, 232. 
5. Refae "y^ ellek, "The Concept of Romanticism in Literary 
History", Romanticism : Points of View, ed, Robert T. 
Gleckner & G.E. Enscoe, pp. 201-5. 
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his addiction is so intense that he is considered 
virtually a metaphysical poet." 
The imagery used by Keats differs from other 
poets in that the sense impressions they evoke are 
strong and vivid. Ideas are rendered memorable by 
appealing to our senses, not simply our intellect. Sen-
suous attraction of the images above all, give the poems 
a lasting attraction, 
with 
The images are consistent / each other and 
the 
highly integral to/theme and the poem as a whole, as is 
seen in "To Autumn". Keats proposes an organic theory of 
poetry which has found its strongest adherent in 
Cleanth Brooks, whose well-Imown criterion for the worth 
of a poem is in the function and relation of its organic 
7 
parts. 
M. D'Avanzo in his-work, ascribesthe vivid, 
metaphorical descriptions of the poet who experiences 
all the giddiness and elevation of a frenzied poet of 
Delphi to a biographical fact that Keats was tuberciJlar. 
The intense sensation undergone in moments of imaginative 
vision v/hen his poetry v/^ s formed and images wr" ^ 
6. Earl R. Wasserman, The Finer Tone, p. 99. 
7. Cleanth Brooks, "The Poem as Organism : Modern 
Critical Procedure", English institute Amlual. pp.30-31 
8. M.D'Avanzo, Keats's Metaphors for the Poetic 
Imagination, p. xii. 
B 
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associated may have had an actual psychological basis. 
The corranon aim of the Romantic poets vras to 
externalise the inner realities and perceptions by using 
analogical language or concrete images to )^Ody forth 
ideas. Douglas Bush says in Mythology and the Romantic 
Tradition. "Into myth Keats put his deepest questionings 
9 
of himself and of art "^  The same can be said for 
all the other sources of his images. 
In the pictoral quality of his verse derived from 
his vivid picturesque imagery Keats anticipates the 
Pre-Raphaelites. They were painters-cum-poets, Keats 
seems to be one too and the images used are pictorial in 
character. Luscious word painting characterizes his art. 
The Quaterlv Review which v/as Keats's greatest erxerr.v 
admitted the fact of his influence on the Pre-RaDhaelite 
poets. They admitted that his writing had "done more to 
determine the subsequent course of English Poetry than those 
10 
of any other poet." The Pre-Raphaelites, Rossetti, Morris 
and Swinburne represent a distinct phase of Keats's 
influence. They were drawn to his romantic medievalism 
and the pictoral richness of his Imagery. 
9. Douglas Bush, Kvthology and the Romantic Tradition, 'o. ^07. 
10.The Quaterlv Review, n ? (187?:) ^  60, nunt^ rl hy 
George H. Ford, Keats and the Victorians. p. 21. 
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